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Having	examined	the	handbag	as	rhetorical	figure,	one	could	go	one	step	further	and	focus	on	the	bloodstains	on	the	handbag.	They	are,	first	of	all,	concrete	objects	that	can	be	found	on	the	handbag.	In	addition	to	that,	they	stand	for	Melitta's																																																																																																																																																																						Kurz	 differentiates	 between	 pragmatic	 and	 symbolic	 reading	 of	 a	 symbol	 when	 he	 discusses	 the	inkblot	on	Charlotte's	letter	to	the	lieutenant	in	Goethe's	Elective	Affinities.	In	a	pragmatic	reading	of	
Die	Schuldlosen,	the	handbag	would	be	a	gift,	a	sign	of	interest.	According	to	a	symbolic	reading,	the	handbag	would	be	a	symbol	of	Melitta's	 increasing	degree	of	objectification,	propelled	by	Andreas'	"purchase"	of	her	affection.	Her	objectification	culminates	in	the	scene	when	the	handbag	is	returned	to	Andreas	 by	Hildegard,	 revealing	Andreas'	 indifference	 for	Melitta	 as	 a	 person,	who	 only	 served	him	as	sexual	object.			























































































































































































































































































































































































































































































































































































































































	 xxx	 	 deletion		 <xxx>	 	 addition	which	has	then	be	deleted		 <xxx>	 	 addition,	of	which	parts	have	then	been	deleted		 (illeg.)		 illegible	word		 roman	type		 everything	written	by	the	author		 italics	 	 notes	by	the	researcher		 	
																																																								70	compare	de	Biasi,	Pierre-Marc	(1989):	Vers	une	Science	de	la	Littérature:	L'Analyse	des	Manuscrits	et	la	Genèse	de	l'Œuvre.	In.	Encyclopaedia	Universalis	Symposium	1989.	Paris,	Encyclopaedia	Universalis.	
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I	will	start	by	focusing	on	evidence	for	the	presence	of	a	satanic	figure.	Interestingly,	in	the	first	decades	of	the	novel's	genesis,	there	is	only	one	sentence	that	indicates	the	presence	of	the	devil:	
Rot	und	satanisch	glühte	eine	Lichtreklame	über	den	Dächern	beim	S-	tadteingang,	[sic!]	und	durch	den	Raum	der	Finsternis	wehte	kühl	und	nächtlich	der	Wind.	(M.	f.	41)71	With	Broch's	revisions	starting	15	years	later,	in	1949,	a	suspicious	figure	that	hints	at	the	devil	appears	especially	in	the	first	and	in	the	last	novellas	in	Die	Schuldlosen	
(Mit	schwacher	Brise	segeln	[before:	Ein	Abend	Angst];	Vorüberziehende	Wolke).	
His	entrance	is	very	striking.	Just	like	Mephistopheles	in	Goethe's	Faust,	Broch's	suspicious	figure	first	appears	in	the	form	of	an	animal	that	is	directly	related	to	him.	In	Goethe's	work,	it	is	a	poodle;	in	Broch's	work,	it	is	a	cat.	An	angora	cat	with	the	name	of	Arouette72,	non-existent	in	the	early	manuscript	F,	who	enters	the	plot	with	a	silent	jump:	
-	(F.	f.	4)	73	Eine	grosse,	schneeweisse	Angorakatze	war	nun	mit	unhörbarem	Schwung	auf	den	Bartisch	gesprungen,	putzte	sich	ein	wenig	und	blieb	dann	unbeweglich	sitzen,	rosanasig	und	rund-blauäugig	das	Lokal	betrachtend.	(G.	f.	5)	
																																																								71	The	capital	letter	indicates	the	denotation	of	the	manuscript.	Lower	case	f	=	folio/page	number	as	used	in	the	Hermann	Broch	Archive.	
72	The	cat's	unusual	name	may	refer	to	Arouet,	the	surname	of	Voltaire.	
73	The	passage	does	not	exist	in	earlier	manuscripts.	
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Broch	integrates	the	cat	into	the	novel	in	mid	1949	with	manuscript	G.	Both	behavior	and	movement	of	the	cat	are	inconspicuous	and	inaudible.74	It	arrives	only	moments	after	Andreas	-	sitting	in	the	café	and	overhearing	the	conversation	at	the	next	table	-	enunciates	the	devil's	name	in	his	thoughts:		
-	(F.	f.	4)	Ich	möchte	ihr	vierhundet<rt>	Francs	dafür	geben,	denkt	der	junge	Mann	und	vergewissert	sich,	ob	seine	nur	allzusehr	angefüllte	Brieftasche	–	warum,	zum	Teufel,	trage	ich	immer	viel	zu	viel	Geld	mit	mir	herum?	wem	will	ich	damit	imponieren?	–	auch	wirklich	noch	vorhanden	ist.	(G.	f.	4)	The	devil	is	thus	first	mentioned	verbally	-	in	the	context	of	the	protagonist's	reflections	on	his	money	-	before	he	arrives	personally.	The	link	between	the	cat	and	the	devil	is	strengthened	through	a	subtle	culinary	detail,	the	indulgence	in	milk:	
-	(F.	f.	6)	Die	Frau	hatte	die	bestellte	Milch	bekommen,	und	die	Kassierin	goss	einen	Rest	in	eine	Untertasse:	„Arouette“,	lockte	sie	die	Angora	herbei,	„Milch,	hier,	hier,	Arouette.“	Und	Arouette	begab	sich	würdevoll	zögernd	über	die	Theke	zu	der	Milchschale	hin.	/	Wahrscheinlich	trank	die	Frau	gleichfalls	jetzt	ihre	Milch	in	kleinen	leckenden	Schlucken,	denn	die	Knabenstimme	sagte	bewundernd	[...]	(G.	f.	9)	Again,	only	a	moment	prior,	Andreas	had	established	the	connection	between	milk	and	the	devil	in	his	inner	monolog:	
-	(F.	f.	5)	Also	hast	du’s	doch	kapiert,	dass	wir	nach	Südafrika	fahren,	Geld	verdienen.	Mir	ist’s	recht.	Nur,	dass	mir	die	Zigarre	nicht	schmeckt,	ganz	und	gar	nicht	schmeckt,	ist	mir	unrecht.	Pfui	Teufel,	ich	sollte	eine	heiße	Milch	trinken.	(G.	f.	8)																																																									74	Her	casual	brushing	and	her	apparently	innocent	features	distract	from	the	fact	that	she	is	actively	observing	the	scene.	
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Immediately	after	the	cat's	appearance,	a	man	enters	the	café	whose	features	Broch	has	strikingly	revised	in	the	last	versions	of	the	novel	-	after	the	man	had	already	existed	in	the	early	draft:	
Ein	Mann	war	hereingekommen,	ein	etwas	dicklicher	Mann	mit	schwarzem	Schnurrbart;	ohne	ins	Lokal	zu	schauen,	hatte	er	sich	an	die	Bar	gelehnt,	die	Zeitung	aus	der	Tasche	gezogen,	und	während	sein	Vermouth	neben	ihm	stand,	begann	er	zu	lesen.	(F.	f.	6-7)	Aber	nun	war	ein	Mann	ins	Lokal	hereingekommen,	ein	etwas	dicklicher,	schwarzschnurrbärtiger	Mann,	dessen	rötlichgeädertes	Gesicht	auf	eine	gewisse	Schlagflüssigkeit<Schlagflußneigung>	schliessen	liess,	war<und>	ohne	sich	umzuschauen	war	<er>	strackwegs	auf	die	Bar	zugegangen,	hatte	ss<i>ch	daran	gelehnt,	eine	Zeitung	aus	der	Tasche	gezogen	und	zu	lesen	begonnen(illeg.),	ein	Stammgast,	der	nicht	eigens	zu	bestellen	braucht;	der	Vermouth	wurde	ihm	von	der	Kassierin	in	Selbstverständlichkeit	hingestellt	<hingeschoben>.	(G.	f.	10)	Not	only	the	“rötlichgeäderte	Gesicht“	indicates	that	the	man	is	related	to	the	devil	or	be	the	devil	himself.	It	is	also	striking	that	he	goes	"strackwegs"	to	the	bar,	which	is	where	the	abovementioned	cat	is	sitting.	More	than	that,	upon	arrival	of	the	"schwarzschnurrbärtiger	Mann,”	Andreas	states	loudly:		
„Jetzt	ist	er	da.“	(D.	f.	27)	und	gibt	eine	Bestellung	auf:	„Kellner,	noch	ein	Bock.“	(D.	f.	27)	Since	"Bock"	evidently	is	not	only	a	type	of	beer	but	also	another	name	for	the	devil,	Andreas'	utterance	"noch	ein	Bock"	can	be	interpreted	both	as	an	order	of	a	beverage	and	as	a	statement	about	the	presence	of	now	already	two	satanic	characters:	the	cat	and	the	man.	This	repeats	the	verbal	invocation	of	the	devil.	The	denomination	of	"Bock"	moreover	relates	back	to	a	saying	uttered	earlier	by	the	man	at	the	next	table	on	whom	Andreas	had	been	eavesdropping:		
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„Laß	dich	doch	nicht	ins	Bockshorn	jagen“,	bittet	die	Knabenstimme,	„eher	können	wir	ihn	auf	der	Straße	treffen	...	er	wird	sich	bestimmt	nicht	gerade	in	dieses	Lokal	verirren“	(D.	f.	25)	The	"Bockshorn"	is	yet	another	symbol	of	the	devil,	as	is	the	man's	black-haired	and	bony	hand	in	the	description	that	has	also	been	considerably	revised	by	Broch,	as	the	comparison	of	the	manuscripts	shows:	
zumindest	schlug	er	oftmals	und	wie	empört	mit	dem	Handrücken	und	mit	den	Fingerknöcheln	gegen	eine	bestimmte	Stelle	des	Blattes.	(F.	f.	7)	Indes,	interessanter	als	die	Zeitungsleser	draußen	war	der	hier	an	der	Theke,	und	der	junge	Mann,	der	ihn	beobachtete,	hatte	plötzlich	den	Eindruck,	als	hielte	der	dort	das	Blatt	verkehrt	in	den	Händen;	das	war	ein	falscher,	ja	ein	beleidigender	Eindruck,	denn	dem	Fräulein	an	der	Theke	zugekehrt,	unterhielt	sich	der	Mensch	ganz	p<o>ffensichtlich	über	den	Inhalt	des	Gelesenen,	da	er	immer	wieder	mit	dem	schwarzbehaarten	Handrücken	und	mit	den	Fingerknöcheln	gegen	eine	bestimmte	Stelle	des	Blattes	trommelte.	(G.	f.	10-11)	The	upside-held	newspaper	is	reminiscent	of	the	magical	practice	of	reading	backwards	and	thus	inversing	curses	and	spells,	including	those	of	exorcism.		
The	mustache	and	the	habit	of	wearing	a	skirt	are	further	references	that	Broch	particularly	stresses,	as	two	further	revisions	show:	
Der	Fremde	sagte	mit	seiner	weichen	und	eigentlich	fettigen	Stimme:	(F.	f.	10)	Der	schwarzschnurrbärtige,	schlagflüssig	dickliche	Gast,	im	Begriff	sich	auf	der	Lederbank	beim	Nebentisch	<niederzulassen,>	lächelte	über	das	ganze	rötliche	Gesicht:	(G.	f.	15-6)		-	(F.	f.	8)	Ich	werde	die	Kette	aller	Namen	an	mein	Ich	hängen.	Ich	werde	mit	A	beginnen,	auf	dass	ich	als	erster	geprüft	werde,	geprüft	auf	Herz	und	Nieren,	
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geprüft	auf	Leben	und	Tod,	auch	wenn	er	das	Urteil	schon	fix	und	fertig	in	seiner	Rocktasche	dort	hat.	(G.	f.	13)	These	examples	indicate	that	Broch	uses	symbols	(e.g.	the	outer	appearance	of	the	unknown	man),	semantic	ambiguities	("ein	Bock"),	and	proverbs	("Lass	dich	doch	nicht	ins	Bockshorn	jagen")	to	evoke	the	presence	of	the	devil.	More	than	that,	the	satanic	figure	is	an	actual	person	who	is	part	of	the	plot.		
In	a	similarly	vague	and	yet	unmissable	manner	of	making	use	of	intertextuality,	Broch	establishes	the	pact	between	Andreas	and	the	devil.	To	start,	in	the	opening	scene,	Andreas	strangely	rehearses	a	payment	procedure	that	indicates	a	potential	future	agreement	or	exchange	of	services:	
„Ich	werde	zahlen“,	sagte	der	junge	Mann	[...]	und	er	legte	einen	Hundertfrankenschein	auf	den	Tisch.	/	Das	Blut	auf	dem	Marmorboden	wird	aufgewaschen	und	Sägespäne	werden	darüber	gestreut	werden.	(F.	f.	7)	„Ich	werde	zahlen“,	sagt	der	junge	Mann	[...]	und	er	legt	einen	Hundertfrankenschein	auf	den	Tisch,	gleichsam	zur	Probe,	ob	das	ausreicht.	/	Der	Mann<Gast>	an	der	Theke	schenkt	der	Geste,	schenkt	dem	Geld	keine	Beachtung.	Schulden	müssen	mit	dem	Leben	bezahlt	werden.	(G.	f.	11)	It	is	striking	that	Andreas	supposes	that	a	payment	of	money	leads	to	the	compurgation	of	an	undefined	guilt.	In	the	early	version,	the	Ent-Schuldigung	even	takes	the	form	of	the	washing	away	("aufgewaschen,”	an	unusual	wording)	of	the	blood	on	the	marble	floor,	a	material	which	is	linked	to	A.'s	suicide,	as	has	been	shown	in	the	previous	chapter.	Andreas	wants	to	pay	for	his	debt	or	(moral)	guilt	(both	words	are	the	same	in	German,	"Schuld").	However,	his	wealth	does	not	seem	to	serve	this	goal.	It	leaves	the	unknown	satanic	man	at	the	bar	unimpressed.		
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Interestingly,	the	man's	pronounced	indifference	in	this	context	establishes	a	connection	between	the	devil	and	another	protagonist	of	the	novel,	the	Stone	Guest.	This	is	an	important	detail	to	the	pact	because	it	parallels	the	constellation	of	figures	in	the	traditional	Faust	myth.	In	Die	Schuldlosen,	it	reads:	
-	(F.	f.	8)	Der	Mensch	an	der	Bar	bleibt	ungerührt,	bei<le>ibt	steinern	ungerührt	und	spricht	mit<wei>ter	mit	der	Kassierin,	der	er	das	Zeitungsblatt	hinübergereicht	hat.	Das	war	seine	Rache	für	die	Namenlosigkeit	-,	steinerne	Verachtung.	(G.	f.	12)	The	"steinerne	Verachtung"	und	"steinerne	Ungerührtheit"	that	the	man	at	the	bar	shows	for	A.	are	qualities	that	A.	would	later	notice	in	the	facial	face	of	the	Stone	Guest.	Interestingly,	the	man	at	the	bar	is	a	Guest	too,	a	"Bargast.”	The	devil	and	the	Stone	Guest	have	even	more	in	common.	In	addition	to	the	explicit	parallel	regarding	the	stone	material,	the	mentioning	of	"Namenlosigkeit"	in	the	description	of	the	unknown	satanic	man	at	the	bar	reminds	one	of	the	Stone	Guest's	unwillingness	to	give	away	his	name.75	Another	direct	link	between	this	bar	scene	and	the	scene	of	Andreas'	suicide	in	the	aftermath	of	his	conversation	with	the	Stone	Guest	is	established	when	the	devil	suddenly	produces	a	revolver,	a	weapon	just	like	the	one	which	A.	would	later	use	to	commit	suicide	after	his	encounter	with	the	Stone	Guest.		
																																																								75	"[Andreas:]	Gut	...	aber	aufs	bescheidenste	eingeschränkt,	muß	es	mir	wenigstens	gestattet	sein,	nach	Eurem	Namen	zu	fragen	...	wie	soll	ich	Euch	nennen?"	/	"[Stone	Guest:]	Wenn	man	alt	wird,	fällt	vieles	von	einem	ab,	so	daß	man	sich	selber	kaum	mehr	daran	erinnert;	die	ganz	Alten	werden	namenlos,	sogar	für	sich	selber	...	immerhin,	nennt	mich	Großvater,	denn	das	tun	viele"	(Broch	1994,	256	f.).	 	
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This	threefold	connection	between	the	Stone	Guest	and	the	devil	is	not	intuitive	since	they	seem	to	be	of	opposing	moral	"teams.”	The	unknown	satanic	man	is	later	identified	as	the	devil,	while	the	Stone	Guest	is	an	unearthly	figure	of	moral	integrity	that	wants	to	get	Andreas	back	on	the	straight	and	narrow.	However,	the	apparent	connection	between	the	unlike	characters	implies	that	A.	here	becomes	a	pawn	in	the	game	between	a	divine	and	satanic	figure,	just	as	Faust	in	Goethe's	work.	This	is	a	direct	reference	and	replication	of	the	figure	constellation	in	the	traditional	myth.	
With	the	revolver	in	hand,	the	unknown	man	sits	down	at	the	table	next	to	Andreas,	from	where	he	starts	to	speak	to	him.	The	reader	does	not	learn	whether	they	exchange	words	beyond	the	first	phrase	of	the	unknown	man.	Instead,	the	novella	abruptly	ends	with	the	description	of	the	cat	Arouette	playfully	striking	at	blinking	glasses	with	her	paw.		
Die	Kassierin	begann	nun	die	Gläserreihe	zu	reinigen.	Sie	nahm	ein	Glas	nach	dem	andern,	es	klirrte	klingend,	und	jedes	Glas	spiegelte	die	Lichter	des	Lokals.	Doch	der	Wind	draussen	war	abgeflaut.	(F.	f.	10)	Die	Kassierin	begann	nun	die	Gläserreihe	zu	reinigen.	Sie	nahm	ein	Glas	nach	dem	andern;	es	klirrte	klingend,	und	jedes	Glas	spiegelte	die	Lichter	des	Lokals.	Arouette,	die	wieder	aufgewacht	war,	schlug	manchmal	mit	spielender	Tatze	nach	dem	Blinkenden.	Und	draussen	war	der	Wind	abgeflaut.	(G.	f.	16)	Her	pleasure	and	play	mirror	the	smirk	of	the	wicked	man	that	had	been	mentioned	prior.	Again,	the	scene	does	not	explicitly	mention	a	pact	between	the	devil	and	Andreas.	The	reader	at	this	point	does	not	learn	about	the	content	of	their	conversation,	or	whether	another	interaction	between	the	two	figures,	such	as	a	
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handshake,	took	place.	However,	if	one	examines	the	next	appearance	of	the	cat	Arouette	and	the	devil,	the	evidence	indicates	that	a	pact	must	have	been	made.		
One	detail	that	supports	this	hypothesis	is	the	fact	that	the	cat	Arouette	happens	to	have	turned	into	Andreas'	pet	when	she	appears	again	towards	the	end	of	the	novel,	more	than	220	pages	later	and	thus	framing	the	entire	plot.	What	is	true	for	Faust	and	his	poodle	is	also	true	for	Andreas	and	the	cat:	He	takes	her	up	to	his	study	room	-	in	the	hunting	lodge	in	the	woods.	The	cat's	involvement	with	the	devil	shows	when	the	supernatural,	ancient	Stone	Guest	visits	Andreas	in	the	cabin	to	make	him	recognize	his	guilt.	To	announce	the	visitor,	Zerline	goes	up	to	A.'s	study.	The	moment	the	Stone	Guest	enters,	the	cat	leaves:	
Unmittelbar	darauf	öffnete	sie	[Zerline,	TW]	die	Tür	zu	einem	Spalt	–	durch	den	Arouette,	A.s	schwarze	Angora,	sozusagen	seine	Privatkatze,	rasch	aus	dem	Zimmer	schlüpfte-,	und	mit	einem	Schmunzeln,	als	handelte	es	sich	um	eine	Überraschung,	meldete	ihre	Greisinnenstimme:	„da	ist	einer,	der	gern	mit	Ihnen	reden	möcht	...	er	ist	blind.“	(D.	f.	255)	It	is	unclear	who	is	smirking	here.	The	"Greisin"	refers	either	to	the	old	female	cat	or	to	Zerline.	The	grin	and	smile	had	been	a	characteristic	of	the	cat	Arouette	when	she	last	appeared	in	the	first	novella	of	the	work.	I	suggest	that	Broch	here	references	the	devil's	ability	to	assume	different	personalities	and	characters.	In	any	case,	it	seems	that	the	cat	avoids	staying	in	the	same	room	as	the	supernatural	Stone	Guest.		
Interestingly,	Arouette's	color	has	changed	in	comparison	to	the	first	scene.	She	is	now	black,	of	the	same	color	as	the	poodle	that	is	following	Faust	during	his	
Osterspaziergang.	When	she	first	appeared	in	the	novel,	however,	she	was	described	as	“schneeweiß“	(A.	f.	23).	One	can	interpret	this	detail	as	a	chiasmus:	While	in	the	
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first	novella,	the	supernatural	power	(the	devil)	who	got	in	contact	with	A.	had	black	hair	and	was	accompanied	by	a	white	cat,	in	the	tenth	novella,	the	supernatural	power	(the	Stone	Guest)	that	visits	Andreas	has	white	hair	and	crosses	paths	with	a	black	cat.	This	color	symbolism	is	yet	another	method	Broch	uses	to	invoke	the	Faust	myth.	I	suggest	that	the	white	cat	Arouette	in	the	first	novella	was	a	representation	of	the	Stone	Guest	(and	not	the	devil's	pet,	as	assumed	earlier),	whereas	the	black	cat	Arouette	in	the	last	novella	is	a	representation	of	the	devil,	thus	making	both	the	devil	and	the	Stone	Guest	present	in	both	scenes	that	start	and	end	the	pact.	
It	is	also	interesting	to	note	that	in	the	last	novella,	the	Stone	Guest	enters	the	lower	floor	of	the	cabin	only	after	A.	enunciates	the	name	of	the	devil	twice.	In	the	eight	prior	novellas	that	had	followed	A.'s	encounter	with	the	suspicious	bar	guest,	the	devil's	name	had	not	been	mentioned	a	single	time	by	Andreas	or	another	character.	Now,	the	text	reads:	
Aber	warum,	zum	Teufel,	sagen	sie	einander	Ihr	und	nicht	Sie	oder	Du?	(D.	f.	254)		A.	stieß	einen	schweren	Gegenstand,	der	da	plötzlich	unter	den	Papieren	auf	dem	Tisch	lag	–	wo	in	Dreiteufelsnamen	hab	ich	das	nun	herausgekramt?	–	mit	unwilliger	Achtlosigkeit	beiseite	und	machte	sich	aufs	neue	an	die	Aufstellung	seiner	Pfund-	und	Frankenguthaben	(D.	f.	255)	The	third	time	that	the	name	of	the	devil	is	enunciated	is	the	mentioning	of	the	cat	Arouette.	Broch	might	be	using	this	number	symbolism	as	yet	another	way	of	citing.	
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Following	the	Stone	Guest's	visit,	and	thus	after	Andreas'	recognition	of	his	guilt	and	his	suicide,	Arouette's	behavior	changes	noticeably,	whereas	the	other	Angora	cat	in	the	cabin,	the	“schnurrende	Sidi“76	(D.	f.	277)	remains	unaffected:	
Die	Baronin	schüttelte	bloß	traurig	den	Kopf;	sie	blieb	noch	eine	Zeitlang	bei	Tisch,	nippte	ein	wenig	an	den	Speisen,	und	dann	setzte	sie	sich	zu	den	Hunden	hin,	streichelte	sie	und	nahm	die	blond-tigerige	Sidi,	die	eine	der	beiden	Angorakatzen,	auf	den	Schoß,	doch	die	andere,	die	schwarze	Arouette	hatte	sich	verkrochen,	ließ	sich	durchaus	nicht	herbeilocken,	und	das	gab,	als	Zerline	wieder	hereinkam,	Anlaß	zu	neuer	Klage:	„Die	Arouette	vermißt	ihn	gleichfalls;	sie	hat	sich	versteckt.“	(D.	f.	277)	The	black	cat	Arouette	then	disappears	without	further	notice.	It	seems	that	with	Andreas	acknowledging	his	guilt,	her	function	-	be	it	only	that	she	is	a	placeholder	for	a	supernatural	power	like	the	devil	during	the	duration	of	a	pact	-	has	become	obsolete	through	the	interference	or	intervention	of	another	supernatural	power.	This	detail	reinforces	the	character	constellation	of	two	powerful	figures	-	a	divine	and	a	satanic	one	-	conducting	an	experiment.	With	his	character	constellation,	Broch	replicates	the	character	constellation	of	the	Faust	myth.		
But	what,	after	all,	is	the	exact	content	of	the	pact?	Contrary	to	the	works	of	Goethe	and	Thomas	Mann,	Broch	does	not	stage	the	pact.	He	merely	indicates	a	brief	moment	between	the	devil	and	its	victim,	when	the	red-faced	guest	takes	a	seat	on	the	leather	bench	next	to	the	young	man	A.	and	strikes	up	a	conversation.	In	this	regard,	Die	Schuldlosen	is	more	comparable	to	Klaus	Mann's	Mephisto,	which	lacks	a	pact	scene,	but	in	which	diabolical	forces	undoubtedly	exists.		
																																																								76	The	name	of	“Sidi“	means	“Herr“,	“mein	Großvater“	or	successor	to	the	throne.	The	cat	Sidi	might	thus	be	the	Stone	Guest's	accompanying	animal,	as	the	cat	Arouette	is	for	the	devil.	
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In	Die	Schuldlosen,	it	is	particularly	difficult	to	identify	the	specific	content	and	terms	of	an	agreement.	In	fact,	it	can	only	be	reconstructed	if	the	penultimate	novella	(Der	Steinerne	Gast)	is	taken	into	consideration.	In	it,	the	Stone	Guest	tells	A.	that	“deine	Zeit	um	ist“	and	that	“das,	was	sich	da	erfüllt,	die	Erfüllung	deines	eigenen	Wunsches	ist“	(D.	f.	258).	The	Stone	Guest	then	asks:	
Also	sind	wir	uns	wohl	darüber	einig,	daß	du	dich	nicht	loskaufen	kannst	...	nicht	wahr?	(D.	f.	258)	This	refers	back	to	A.'s	considerations	in	the	first	novella	when	he	tentatively	puts	a	"Hundertfrankenschein	auf	den	Tisch"	to	see	whether	his	money	would	serve	him	in	alleviating	his	guilt.	Now,	when	A.	hesitates	to	react	to	these	questions	of	the	Stone	Guest,	questions	that	are	"weniger	einleuchtend"	to	him,	the	latter	explains:		
Du	wolltest	nicht	Vater,	du	wolltest	ausschließlich	und	für	immer	Sohn	sein.	Das	war	dein	Wunsch,	ja	fast	dein	Gelübde,	wunschgetragenes	und	demnach	schier	unbrechbares	Gelübde.	Du	hast	dein	Sein	an	jenes	Gebunden,	das	dir	zum	mütterlichen	geworden	ist,	und	mit	seinem	Erlöschen	wirst	wohl	auch	du	abzutreten	haben.	Du	hast	dir	selber	keine	andere	Wahl	gelassen.	(D.	f.	258)	The	Stone	Guest's	explanations	suggest	that	the	content	of	the	pact	is	related	to	A.'s	desire	to	be	"für	immer	Sohn.”	This	suggestion	can	be	supported	by	the	revisions	Broch	makes	in	the	first	novella	of	Die	Schuldlosen	at	the	same	time	when	he	includes	the	Faust	myth.	In	these	revisions,	he	remodels	the	café	scene	to	emphasize	Andreas'	strong	attraction	to	the	motherly	figure	at	the	next	table.	In	the	third	novella,	Andreas	moves	in	with	the	old	Baroness,	who	accepts	him	as	the	son	she	never	had.	Their	mother-son-relationship	intensifies	over	the	course	of	the	novella	
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and	culminates	in	their	withdrawal	from	society	and	their	relocation	to	the	isolated	country	house.		
From	these	finding	one	can	conclude	that	the	pact	entails	the	provision	with	a	mother	figure,	allowing	A.	"für	immer	Sohn	sein	[zu]	dürfe[n].”	His	time	of	death	supports	this	assumption.	He	dies	at	5.11,	which	is	the	exact	time	that	he	had	once	met	the	Baroness	upon	his	arrival	in	town.		
And	another	aspect	of	the	novel	plays	into	this	argument:	Andreas'	erotic	adventure	with	Melitta.	Their	encounter	has	the	potential	to	interfere	with	the	pact	because	their	relationship	could	have	developed	into	a	close	bond	of	love	and	support	that	would	have	made	the	mother	figure	obsolete.	Their	potential	relationship	ends	with	Melitta's	death	-	a	suicide	arranged	for	by	Zerline,	the	servant	in	the	Baroness'	household.	Melitta	becomes	a	victim	of	the	pact,	as	did	Gretchen	in	Goethe's	Faust,	and	just	like	her,	she	was	first	baited	with	a	gift,	the	handbag.	I	suggest	that	Zerline	greets	the	Stone	Guest	in	the	second	last	novella	like	an	old	friend	just	because	she	is	involved	with	the	devil	to	a	degree	that	exceeds	her	preparing	Melitta	for	her	night	with	Andreas	as	if	she	is	dressing	up	a	dead	girl.	I	would	argue	that	she	is	his	assistant.	The	close	reading	has	disclosed	that	numerous	parallels	to	the	Faust	myth	exist	that	have	hitherto	been	entirely	ignored	in	secondary	literature.	The	exact	connection	between	Zerline	and	the	devil	is	just	one	of	them.	
As	it	turns	out,	Broch's	work	exhibits	a	trivialization	of	the	content	of	the	pact:	While	the	protagonists	in	Faust,	Doktor	Faustus	and	Mephisto	aimed	for	artistic	
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and	intellectual	excellence,	A.	is	"merely"	interested	in	the	loving	support	by	another	human	being,	a	reliable	and	caring	person,	who	helps	him	fulfill	his	basic	emotional	needs	-	a	mother	figure.	In	comparison	to	Goethe's	epoch,	the	people's	wishes	have	become	small;	the	price	they	are	willing	to	pay	remains	the	same	-	testimony	to	the	isolation	of	the	human	being	in	the	modern	age.	By	adapting	the	content	of	the	pact,	Broch	pays	tribute	to	the	reality	of	his	epoch,	thus	using	the	myth	to	depict	the	totality	of	his	time.		
	
	
Functions	of	Referencing	the	Faust	Myth	and	the	Tasks	of	Literature	
	
By	now,	I	have	examined	both	sides	of	the	tension	regarding	the	topos	of	myth	in	Broch's	work.	On	the	one	hand,	I	have	described	Broch's	theoretical	standpoints	and	his	yearning	for	a	new	myth.	On	the	other	hand,	I	have	shown	his	use	of	traditional	myths	in	his	works.	This	third	part	of	the	chapter	shall	focus	on	explaining	the	resulting	tension.		
I	propose	that	Broch's	specific	mode	of	referencing	traditional	myths	serves	him	to	secure	the	purpose	of	literature	in	his	works.	For	Broch,	this	purpose	is	twofold:	First,	literature	is	supposed	to	educate	the	reader	ethically	and	to	path	the	way	for	the	resulting	process	of	catharsis.	With	this	method,	he	hoped	to	have	an	
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influence	on	world	history	and	to	prevent	the	"Weltgrauen"77	of	the	20th	century	with	its	"Wertverfall"	and	the	rise	of	fascism	that	he	had	predicted	early	on.	He	hoped,	"[...]	durch	eine	literarische	Publikumsbeeinflussung	dem	historischen	Ablauf	eine	andere	Richtung	geben	zu	können	oder	auch	nur	das	Geringste	zu	solcher	Richtungsänderung	beizutragen"	(Broch	1999,	104).	
The	second	task	of	literature	according	to	Broch	is	Erkenntnisgewinn.	With	his	works,	Broch	strived	to	fulfill	his	"metaphysisches	Bedürfnis,”	i.e.	the	comprehensive	depiction	and	explanation	of	fundamental	questions.	He	pointed	out	that	"gewisse	Grundlagenfragen	[...]	außerhalb	des	philosophischen	Feldes	zu	lokalisieren	und	daher	nicht	innerhalb	desselben	zu	behandeln	sind"	(Broch	1999,	95).	Literature,	Broch	claimed,	was	capable	of	filling	this	gap.	Important	mechanisms	to	ensure	the	Erkenntnisgewinn	and	moral	education	of	the	reader	are	the	depiction	of	Welttotalität	and	the	exemplification	of	the	process	of	catharsis.	Looking	at	the	last	novella	of	Die	Schuldlosen	will	serve	to	reveal	how	Broch	uses	his	modes	of	referencing	traditional	myth	to	include	those	mechanisms	in	his	work.		
The	end	of	the	pact	between	A.	and	the	devil	does	not	constitute	the	end	of	the	novel.	And	it	is	only	in	that	last	part	of	the	work,	the	novella	Vorüberziehende	
Wolke,	that	the	identity	of	the	unknown	satanic	man	from	the	cafe	scene	is	revealed	-	that	is,	after	A.'s	death	and	the	end	of	the	pact.	For	many	reasons,	this	last	novella	holds	the	key	to	understanding	not	only	Broch's	treatment	of	the	Faust	myth	but	also	the	implementation	of	his	principles	of	literature	in	his	own	literary	work.	Only																																																									77	Compare,	for	example,	Broch's	letter	to	Friedrich	Torberg,	dated	April	10,	1943.	Hermann	Broch	Archive,	Beinecke	Library,	Yale	University.	Box	13.	Folder	380.	
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now,	after	conducting	the	previous	analyses	on	the	Faust	myth	throughout	the	novel,	will	the	examination	of	this	novella	allow	to	provide	these	insights.	Examining	this	last	novella	is	a	resolution	in	many	regards	since	it	brings	together	several	threads	of	the	novel	and	of	my	analyses	and	shall	conclude	this	chapter	of	my	dissertation.		
I	will	start	by	showing	how	Broch	depicts	the	totality	of	his	epoch	through	his	depiction	of	evil,	his	representation	of	the	power	of	religion,	and	the	circularity	of	history.	Here,	I	will	begin	by	examining	Broch's	depiction	of	evil,	apparent	in	the	identity	of	the	devil	that	is	revealed	in	the	last	novella.	In	this	final	novella,	the	figure	of	the	devil	appears	again	-	as	the	man	who	follows	a	Fräulein78	in	the	streets.	The	
Fräulein	bears	clear	resemblance	with	Hildegard,	the	Baroness's	sadomasochistic	daughter	with	whom	A.	has	spent	a	night.	The	Fräulein	is	on	her	way	to	church	when	she	comes	to	meet	a	striking	man.	
und	als	wäre	<so	schien>	das	überaus	bedächtige	Näherkommen	dieses	Menschen,	<dem	man	beispielsweise	recht	wohl	das	servile	Hinken	eines	älteren	Hofbeamten	andichten	mochte,>	eine	Aussendung	jener	Bedächtigkeit	<zu	sein>	die	in	der	weitausladenden	Schloßfassade	eingebaut	ist.	(B.	f.	37)		[...]	und	kurze	Zeit	hernach	hörte	sie	auch,	wie	sein	Schritt	in	gemessener	Entfernung	<sein	leichtes	Hinken>	ihr	nachfolgte.	(B.	f.	38)	
																																																								78	The	reader	does	not	learn	the	character's	name	(although	she	bears	a	striking	resemblance	with	Hildegard).	Instead,	she	is	referred	to	as	the	Fräulein,	the	traditional	German	form	of	addressing	an	unmarried	woman.	It	has	a	sexist	and	disrespectful	connotation	that	is	consistent	with	Broch's	depiction	of	Hildegard	in	previous	scenes.	In	the	following,	I	will	thus	also	refer	to	her	as	
Fräulein.	
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In	both	passages,	the	man	moves	with	a	suspicious	limping.79	To	get	a	better	grasp	of	how	Broch	uses	his	constellation	of	characters	to	represent	the	Welttotalität	of	his	epoch,	it	is	insightful	to	remember	another	protagonist	of	the	novel:	the	Mathematiksupplent	Zacharias	who	is	earlier	being	beaten	by	his	wife	in	A.'s	presence	with	a	dust	mop.	Although	Zacharias	is	not	mentioned	in	this	last	novella,	his	physiognomy	and	behavior	are	strikingly	similar	to	those	of	the	suspicious	man.	In	the	second	novella	of	Die	Schuldlosen,	Zacharias	is	characterized	as	“schüchtern	und	gebieterisch	und	leidend	zugleich“	(D.	f.	41).	Now,	in	the	last	novella,	one	learns	that	the	Fräulein	is	“von	dem	halb	schüchternen,	halb	gebieterischen	und	dabei	eigentlich	leidenden	Ausdruck	dieses	gewöhnlichen	Mannes	betroffen“	(D.	f.	281	f.),	who	is	following	her.	
More	of	Zacharias’	attributes	become	apparent	when	the	Fräulein	attempts	to	remember	what	the	suspicious	man	that	had	just	passed	her	had	looked	like.		
-	(A)	</Wie	nur	hatte	der	Mensch	ausgesehen?	Er	war	nicht	mehr	sehr	jung,	vielleicht	so	an	die	fünfzig.	Jedenfalls	Unter-Mittelklasse,	fast	proletarisch	und	dabei	trotzdem	mit	einem	gebieterischen	Ausdruck	im	Gesicht.	Wenn	Hitler	die	Kommunisten	nicht	gottlob	ausgemerzt	hätte,	es	hätte	ein	solcher	sein	können.	Leidend	und	frech	hat	er	ausgesehen,	beinahe	schulmeisterlich	mit	seiner	Brille	und	seinem	rötlichen	Schnurrbärtchen	-,	oder	war	es	schon	weiss?	Was	hatte	der	Mensch	hier	beim	Schloss	zu	suchen	gehabt?>	(B.	f.	39)	These	characteristics	match	the	description	of	Zacharias	in	prior	novellas.	Upon	further	reflection,	and	with	the	repetition	of	her	pressing	question	regarding	his	
																																																								79	According	to	traditional	mythology,	the	limping	of	the	devil	Lucifer	is	the	result	of	him	having	being	thrown	on	the	earth	by	God.	
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looks,	Hildegard	realizes	that	the	man	following	her	on	her	way	to	church	is	a	national	socialist:	
-	(A)	</	Wie	nur	hatte	der	Mensch	ausgesehen?	Hatte	er	nicht	–	die	Erinnerung	schien	jetzt	deutlicher	zu	werden	–	das	Parteiabzeichen	getragen	und	sogar	das	goldene?	Wenn	das	stimmte,	so	wäre	er	wohl	einer	der	ersten	Anhänger	des	Nationalsozialismus	und	sicherlich	kein	Kommunist.	Frech	war	er	darum	trotzdem	gewesen.	Überhaupt,	seit	sie	zur	Macht	gelangt	sind,	kommt	ihre	plebejische	Frechheit	mehr	und	mehr	zutage.	Ein	frecher	Brillenpöbel	sind	sie.	Immerhin	sie	will	an	den	Menschen	nicht	mehr	denken,	und	sie	braucht	nicht	mehr	an	ihn	zu	denken.>	(B.	f.	39)	The	devil	is	a	national	socialist.	Not	Zacharias	himself	is	the	devil,	but	someone	like	Zacharias,	a	type.	Not	a	specific	person	but	a	man	who	represents	an	anonymous	group	of	people	-	interchangeable	citizens	with	identical	characteristics.		
As	it	turns	out,	Broch's	work	not	only	exhibits	a	trivialization	of	the	content	of	the	pact,	the	satanic	figure	has	become	trivial	as	well.	Broch	constructs	the	devil	in	the	last	novella	very	differently	from	previous	scenes.	In	this	last	novella,	the	devil	has	lost	the	aura	of	the	supernatural.	He	appears	as	the	average	citizen	and	lacks	his	extravagant	pet.	He	takes	the	shape	of	the	innocuous	banality.	Yet,	his	presence	in	this	scene	is	more	threatening,	more	explicit,	and	more	comprehensive	than	earlier	in	the	work.	The	plot	duration	between	the	two	novellas	in	which	the	devil	appears	amounts	to	approximately	20	years,	during	which	the	threat	has	evolved	and	has	become	ubiquitous.	The	trivialization	and	metamorphosis	of	the	devil	repeat	the	construction	in	Thomas	Mann's	Doktor	Faustus	(1947).		
In	contrast	to	Goethe's	and	Mann's	works,	more	than	one	person	becomes	the	target	of	the	devil	in	Die	Schuldlosen:	Once	A.	commits	suicide;	the	devil	
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approaches	the	Fräulein	in	the	next	scene.	The	devil	becomes	the	repeat	offender	who	afflicts	the	average,	interchangeable,	submissive	citizen,	and	who	himself	has	characteristics	of	the	average,	interchangeable,	submissive	citizen.	Broch	politicizes	the	devil;	he	attaches	the	emblem	of	the	National	Socialist	party	to	his	coat	and	lets	Hildegard	identify	him	as	a	National	Socialist,	as	"einer	der	ersten"	of	them.	While	in	
Faust,	Beelzebub	comes	to	see	the	scholar,	in	Doktor	Faustus,	he	is	a	highly	talented	musician,	and	in	Klaus	Mann's	Mephisto,	he	is	identified	as	a	gifted	actor	(ergo	each	one	an	artist	or	intellectual	and	positioned	at	the	margins	of	society),	the	devil	in	Broch's	work	seeks	to	make	pacts	with	the	average	citizens.	Broch	stages	the	seduction	of	the	petty	bourgeois,	thus	presenting	a	parable	on	the	rise	of	National	Socialism.		
The	devil's	true	identity	is	not	revealed	to	the	reader	until	the	end	of	the	work.	And	by	openly	referring	to	him	as	the	devil	now,	he	retroactively	can	unmistakably	be	read	as	the	devil	throughout	the	entire	work,	making	the	devil	an	actual	and	central	character	of	Die	Schuldlosen,	an	antagonist	to	the	Stone	Guest,	and	a	pivotal	moment	of	the	plot.		
Broch's	portrayal	of	evil	and	the	identity	of	the	devil	is	one	example	of	how	the	author	depicts	Welttotalität	in	his	work.	Two	other	examples	are	the	decline	of	the	power	of	religion	in	the	context	of	National	Socialism	and	the	circularity	of	history.	Since	they	are	closely	linked	in	Broch's	text,	they	will	be	examined	together.	The	focus	of	analysis	is	the	scene	of	the	last	novella	when	the	Fräulein	is	being	followed	by	the	devil.	To	escape	her	follower,	the	Fräulein	seeks	refuge	in	the	church.	However,	it	does	not	provide	her	shelter.	Many	details	point	to	the	fact	that	
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for	the	Fräulein,	the	act	of	going	to	church	has	become	a	relic:	religion	has	lost	its	meaning	for	her.	To	give	just	one	example:	Broch	in	his	revisions	changed	the	"Gebetsbuch"	in	her	hands	to	a	mere	"Gesangsbuch.”	As	a	result,	religion	does	not	provide	(moral)	protection	from	the	evil	persecutor.	In	the	churchyard,	then,	the	inferiority	of	God	becomes	evident	in	the	inferiority	of	the	book,	the	former	Holy	Book,	in	the	Fräulein's	hands:	
-	(A)	Wer	eine	Schneise	läuft,	ist	imstande	dem	Bösen	zu	entrinnen,	denn	der	Teufel,	hinkehufig	wie	er	ist,	vermag	trotz	aller	Schlauheit	bloß	geradeaus	zu	rennen,	und	darum	bleibt	er	am	Schluss	auch	immer	der	Erzdumme.	(B.	f.	40)		
Rasch	zieht	das	Fräulein	die	Hand	und	das	Buch	zurück.	/	In	dem	Torbogen	zwitschern	Sperlinge.	(A.	f.	10)	Rasch	zieht	das	Fräulein	die	Hand	und	das	Buch	zurück.	<Buch	zurück.	Warum	tut	sie	es	nur?	Würde	das	heilige	Buch	nicht	den	Bösen	bannen?	Oder	fürchtete	sie,	dass	er	der	Stärkere	sei,	und	dass	sein	Blick	das	Buch	entheiligen	könnte?	fürchtet	sie	Vermählung,	fürchtet	sie	Teufelsvermählung,	wenn	ihr	Blick	sich	mit	dem	seinen	im	Buche	träfe?	Oh,	er	soll	ihre	Hand	nicht	berühren;	sonst	wäre	es	geschehen!	[...]>	(B.	f.	41)	In	the	absence	of	faith,	the	divine	power	cannot	turn	against	the	devil.	The	Fräulein	knows,	“daß	das	Herz,	gegen	das	sie	das	Buch	preßt,	die	Worte	nicht	zu	entziffern	vermag,	daß	nichts	als	Buchstaben	auf	den	weißen	Seiten	zwischen	den	schwarzen	Deckeln	stehen“	(D.	f.	287).	She	knows	that	she	will	fall	victim	to	the	evil,	thus	contributing	to	and	becoming	part	of	the	cyclical	nature	of	history,	as	a	long	insert	in	Broch's	revisions	shows:	
[...]	wie	Gott	am	ersten	Tage	es	befohlen	hat.	(A.	f.	11)	
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[...]	wie	Gott	am	ersten	Tage	es	befohlen	hat.	<fohlen	hat.	Von	oben	ist	der	Erlöser	herabgestiegen,	göttlich	und	irdisch	in	einem,	auf	daß	er,	fleischgewordenes	Wort,	in	Menschensprache	die	göttliche	Wahrheit	verkünde	und	als	Menschenopfer	im	Fleischesleid	die	irdische	Welt	entsühne.	Und	desgleichen	von	oben	stürzten	die	Aufruhrsengel	herab,	sie	aber	in	die	rotglühenden	Wurzelabgründe	der	Bösheit,	um	daraus	aufzusteigen	in	Menschengestalt,	zwar	sturzlahm	für	immerdar,	um	so	gieriger	jedoch	auf	Fleischeslust	mit	den	Menschenkindern	erpicht,	die	in	irdischer	Schwachheit	wieder	und	wieder	der	verführenden	Vergewaltigung	ausgeliefert	sind	und	der	vergewaltigenden	Verführung	erliegen,	Hexer	und	Hexinnen,	anvermählt	der	fleischgewordenen	Sünde,	freilich	gleich	ihr	der	Austilgung	verfallen	und	im	letzen	machtlos	vor	der	Entsühnungstat,	dennoch	diese	stets	aufs	neue	gefährdend	und	das	Böse	weitergebend	von	Geschlecht	zu	Geschlecht	bis	zum	jüngsten	Tag.>	(B.	f.	41)	This	is	an	important	passage,	because	it	describes	the	cyclical	nature	of	a	form	of	passing	on	of	"menschliche	Leistungen"	to	the	next	generation.	What	is	being	transferred	here	is	"das	Böse.”	The	cyclical	nature	of	the	transfer	is	suggested	with	the	repetitive	use	of	words	that	indicate	recurrence:	"wieder	und	wieder,”	"stets	aufs	neue,”	"weitergebend,”	"von	Geschlecht	zu	Geschlecht.”		
This	notion	of	a	cyclical	movement	has	been	discussed	earlier	in	the	context	of	Broch's	concept	of	myth.	There,	I	have	demonstrated	that	Broch	sees	myth	as	a	vehicle	to	transfer	"menschliche	Leistung,”	which	I	interpreted	as	knowledge,	norms,	values,	and	performances,	from	one	generation	to	the	next	in	a	cyclical	movement.	Now,	in	the	context	of	the	Fräulein	trying	to	escape	the	devil,	the	cyclical	movement	is	used	to	describe	the	way	in	which	evil	and	temptation	is	passed	on	through	the	"Generationsketten.”	It	is	the	Menschenkinder	themselves	who	pass	on	the	evil	and	who	"gefährden"	their	"Entsühnungstat"	with	their	"irdische	Schwachheit.”		
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It	is	important	to	note	that	in	the	above	quotation,	Broch	does	not	describe	the	passing	on	of	evil	through	the	generations	in	isolation,	but	intertwines	it	with	the	myth	of	the	devil	Lucifer	being	thrown	on	the	earth	by	God,	and	with	religious	mythology.	This	hints	at	the	fact	that	Broch	does	not	treat	the	passing	on	of	evil	and	the	passing	on	of	myth	as	two	separate	cyclical	movements	that	are	part	of	human	culture,	but	that	he	makes	evil	a	permanent	component	of	myth.	In	the	above	passage,	evil	is	part	of	the	myth,	and	the	myth	is	part	of	the	evil.	It	is	not	too	far-fetched	to	assume	that	Broch	thus	equates	myth	and	evil,	suggesting	that	the	lingering	in	myths	is	the	danger	of	modernity.	In	this	context,	the	quotation	of	Ernst	Cassirer	that	has	been	discussed	in	the	context	of	romanticism	comes	to	mind	again.	In	his	analogy	in	the	final	remarks	of	his	book	Vom	Mythus	des	Staates	(1946),	to	recall,	Cassirer	argues	that	myths	are	always	existent	under	the	cultural	surface	because	the	"Welt	der	menschlichen	Kultur"	had	once	been	erected	on	an	act	of	defeating	myths	without	fully	destroying	them:		
Die	Mächte	des	Mythus	wurden	durch	höhere	Kräfte	besiegt	und	unterworfen.	Solange	diese	Kräfte,	intellektuelle	und	moralische,	ethische	und	künstlerische,	in	voller	Stärke	stehen,	bleibt	der	Mythos	gezähmt	und	unterworfen.	Aber	wenn	sie	einmal	ihre	Stärke	zu	verlieren	beginnen,	ist	das	Chaos	wiedergekommen.	Dann	beginnt	mythisches	Denken	sich	von	neuem	zu	erheben	und	das	ganze	kulturelle	und	soziale	Leben	des	Menschen	zu	durchdringen	(Cassirer	1949,	390)		The	negative	connotation	-	or	at	least,	potential	danger	and	chaos	-	of	myth	is	palpable	in	this	quotation.	For	Cassirer,	the	Unterwerfung	of	the	Mythus	guarantees	moral	order	and	control	over	chaos.	For	both	Cassirer	and	Broch,	a	certain	balance	needs	to	be	maintained	to	keep	the	dominance	(and	danger)	of	myth	from	unfolding.		
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Broch's	depiction	of	the	combination	of	myth	and	evil	are	a	Kunstgriff	of	Broch's	that	serves	him	to	construct	a	bridge	to	the	topic	of	guilt,	which	is	so	central	to	the	work.	Broch	uses	the	cyclical	function	of	myth	and	evil	to	depict	the	cyclical	passing	on	of	guilt,	namely	the	guilt	of	the	"Menschenkinder"	to	be	"irdisch	schwach"	and	"das	Böse	weitergebend.”	In	the	last	novella	of	Die	Schuldlosen,	the	effect	of	this	perpetuation	is	foreshadowed	in	the	prospect	of	Hildegard	falling	prey	to	the	National	Socialist	satanic	figure	in	the	future.		
How	could	the	interruption	of	this	vicious	cycle	be	achieved?	This	is	where	Broch's	function	of	catharsis	in	literature	enters	the	discussion.	Broch	stated	that	the	task	of	literature	is	the	demonstration	of	catharsis	and	that	the	myth	plays	a	unique	role	to	achieve	this	goal	("[den	Läuterungsprozess]	zu	exemplifizieren	ist	dem	Kunstwerk	möglich	-	der	'Faust'	ist	hierfür	das	klassische	Beispiel"	(Broch	1994,	327)).	While	Andreas	was	the	character	of	the	novel	who	Broch	uses	to	exemplify	catharsis,	this	does	not	stop	the	"Weitergeben	des	Bösen"	from	happening.	As	we	have	seen	in	the	novella	following	his	death,	the	devil	now	plans	on	inflicting	evil	on	the	Fräulein,	and	for	this	purpose	follows	her	through	the	streets.	If	Andreas'	catharsis	did	not	serve	to	stop	evil,	perhaps	the	Fräulein	is	able	to	interrupt	the	cycle	of	passing	on	the	evil	"von	Geschlecht	zu	Geschlecht."	The	last	passages	of	the	novella	shall	serve	to	examine	this	option.		
The	narrative	of	the	Fräulein	being	followed	by	the	devil	culminates	in	a	"Rundtanz"	of	the	"Teufelsgewirr"	in	the	middle	of	the	"Schlossplatz"	in	front	of	the	
	 193	
church,	a	circle	dance	that	is	reminiscent	of	the	witches'	dance	on	the	Brocken	in	Walpurgis	Night,	to	which	Mephisto	brings	Faust	in	Goethe's	work.	In	the	early	and	the	late	versions	of	Broch's	work,	it	is	described	as	follows:	
[...]	Welt,	die	nicht	mehr	Welt	ist,	in	unerträglicher	Nacktheit	zurücklassend.	(A.	f.	12)	[...]	Welt,	die	nicht	mehr	Welt	ist,	in	unerträglicher	Nacktheit	zurücklassend.	<unerträglicher	Nacktheit	zurücklassend	<,>	<zur>	Beute	der	Emporkömmlinge	und	Hinabzerrenden,	zur	Teufelsbeute.	/	Unentrinnbar	die	Vergewaltigung!	In	der	prallen	Sonne	geht	das	Teufelsgewirr	jetzt	den	Rundtanz	an,	den	schattenlosen	Hinketanz,	zu	dem	der	Verfolger	mit	servilem	Hinken	und	serviler	Verbeugung	sie	nun	alsbald	holen	wird,	unentrinnbar	seine	verführende	Vergewaltigung.	(B.	f.	42)	The	"Rundtanz,”	the	circle	dance,	is	another	striking	textual	example	of	a	circular	movement	and	cyclical	passing	on	of	traditions.	Walpurgis	Night	is	the	eve	of	a	traditional	annual	religious	holiday	that	over	the	centuries	countless	generations	have	celebrated	in	Northern	and	Middle	Europe.	A	blend	of	folklore	and	mythology,	it	has	been	passed	on	from	one	generation	to	the	next.		
With	the	staging	of	the	circle	dance	of	the	"Teufelsgewirr"	in	his	text,	Broch	formally	depicts	the	cyclical	return	of	evil.	It	is	ironic	that	in	the	traditional	European	feast,	the	Feast	Day	is	a	celebration,	entertainment,	and	joy,	while	in	Broch's	context,	it	is	combined	with	the	threat	of	rape	and	a	"Hinabzerren"	to	the	underworld.	This	again	is	reminiscent	of	Cassirer	and	the	positive	and	negative	functions	that	are	inherent	in	a	myth	and	that	can	be	brought	to	the	fore	depending	on	the	interpretation	and	use,	or	instrumentalization	and	exploitation,	of	a	myth.	It	might	serve	Broch	to	illustrate	that	myth	contains	both	positive	and	evil	aspects,	and	that	the	function	of	myth	itself	is	oscillating	between	good	and	evil.	This	observation	
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of	Broch	alone,	in	the	aftermath	of	the	Holocaust,	can	be	understood	as	a	political	statement,	given	that	the	devil	has	been	characterized	as	a	National	Socialist.		
Contrary	to	the	tradition,	Broch's	circle	dance	takes	place	"in	der	prallen	Sonne"	as	opposed	to	the	night.	Broch	alters	the	tradition	of	the	circle	dance,	and	just	like	Goethe	in	his	Faust,	positions	it	close	to	the	climax	of	his	work.	This	puts	the	
Fräulein	into	the	position	to	interrupt	the	circularity	of	evil,	the	circularity	of	history.	Her	behavior	in	the	face	of	the	"unentrinnbare	Vergewaltigung"	in	the	above	scene	is	telling	in	this	regard.	The	“unentrinnbare	Vergewaltigung“	directly	links	back	to	the	Fräulein's	night	with	Andreas,	in	which	she	had	begged	him	to	rape	her.	Broch,	just	like	in	that	previous	scene	of	Andreas'	and	Hildegard's	night	together,	now	in	the	church	scene	also	combines	the	notions	of	violence	and	lust.	In	doing	so,	he	indicates	a	shift	in	the	Fräulein's	agency,	her	conversion	from	being	the	victim	of	an	act	of	violence	to	being	an	accomplice:	
Aber	vielleicht	auch,	um	den	Verfolger	zu	schützen,	vielleicht,	um	ihn	in	einem	Schrank	zu	verstecken,	löste	sich	das	Fräulein	mit	grosser	Anstrengung	von	der	Mauer	los	und	wandte	sich	dem	Hofe	zu.	Der	Hof	lag	schattig	und	leer	da,	[...]	(A.	f.	12-13)	Aber	<Und>	vielleicht	auch	um	den	Verfolger	zu	schützen,	<dessen	Opfer	und	Bettgenoss	sie,	zur	Hexenschaft	bereit,	von	nun	ab	und	für	ewig	zu	sein	hatte.>	vielleicht	um	mit	ihm	zu	flüchten,	ehe	es	zu	spät	sein	würde,	vielleicht	um	ihn	<,>	<unentdeckbar	den	beiden	Fremdlingen,>	in	einem	Schrank	zu	verstecken,	löste	sich	das	Fräulein	mit	großer	Anstrengung	von	der	Mauer	los	(B.	f.	42)	Her	attempt	to	flee	the	persecutor	transforms	into	her	willingness	to	cover	him,	to	hide	and	thus	save	him	("um	den	Verfolger	zu	schützen,”	"vielleicht	um	ihn	[...]	zu	verstecken").	The	scene	ends	abruptly,	and	the	threat	for	the	Fräulein	disappears.		
	 195	
[...]	Verdunkelung	des	Tages,	und	für	einen	Menschen	niederen	Standes	oder	einen	Kommunisten	war	hier	kein	Raum.	Das	Fräulein	wandte	sich	zum	Schlossplatz	zurück.	(A.	f.	13)	[...]	Verdunkelung	des	Tags	<Tages>,	und	für	einen	Menschen	niedern<en>	Standes	oder	einen	Kommunisten	war	hier	kein	Raum.	Das	Fräulein	wandte	sich	zum	Schlossplatz	zurück.	der	<Raum.	Der	Hof	war	teufelsrein.	Denn	keiner	tanzte.	Schlaff	hing	droben	die	Fahne	an	der	Stange,	und	die	Vergewaltigung	war	wieder	einmal	abgeschlagen,	vielleicht	bloß	verschoben;	für	heute	jedoch	sicherlich	abgeschlagen.	Eine	Art	bedauernder	Schadenfreude	stieg	in	der	Seele	des	Fräuleins	auf.	Wahrlich	die	kühle	Schönheit	des	Gewesenen	und	Geschaffenen	hatte	wieder	einmal,	mag	sein	zum	letzten	mal,	die	plebejischen	Hinkdämonen	und	deren	erzdumme	Hässlichkeit	besiegt.	>	(B.	f.	42)	The	reaction	of	the	Fräulein	to	the	disappearance	of	the	devil	is	mixed.	Her	soul	is	filled	with	"	Schadenfreude"	which	however	has	an	element	of	regret,	indicating	that	she	would	have	enjoyed	encountering	the	devil.	Perhaps	she	would	have	perceived	that	encounter	as	a	moment	of	distraction	or	entertainment	in	her	life,	which	has	repeatedly	been	described	as	monotone.80	The	element	of	regret	also	indicates	that	once	the	evil	should	return,	it	might	meet	less	resistance.	
While	the	devil	was	defeated	this	time,	the	threat	persists.	According	to	the	above	quotation,	it	was	only	the	"kühle	Schönheit	des	Gewesenen	und	Geschaffenen"	that	has	postponed	the	course	of	history,	“mag	sein	zum	letzten	Mal.”	The	"kühle	Schönheit	des	Gewesenen	und	Geschaffenen"	that	Broch	describes	here	is	a	power	that	has	the	potential	to	deter	the	evil	forces	and	save	the	Fräulein.	This	is	the	other	side	of	the	coin	of	traditions,	achievements	of	history,	moral	values,	and	human	endeavors	which	are	encapsulated	in	Broch's	notion	of	“alle	menschliche	Leistung,	sei	sie	nun	sprachlicher	oder	darstellender	oder	handelnder	Art,	durch	die																																																									80	This	can	be	read	as	an	allusion	to	the	atmosphere	in	Germany	before	World	War	I.	
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Generationenkette	hindurchgetragen	und	jeder	neuen	Generation	verständlich	oder	zumindest	übersetzbar	gemacht	wird”	(Broch	1976b,	202).	The	human	achievements	and	values	that	are	passed	on	from	generation	to	generation,	I	propose,	have	the	potential	to	provide	orientation	and	stability	for	future	generations	both	in	a	positive	and	in	a	negative	sense.	Here,	the	positive	forces	are	still	powerful	enough	to	succeed	in	deterring	the	devil.	But	just	like	good	and	evil	are	both	a	part	of	the	myth,	so	does	Broch	lay	out	the	future	success	of	the	evil	already	in	this	scene	when	suggesting	the	Fräulein's	regret	about	the	disappearance	of	the	devil,	and	the	insert	"vielleicht	zum	letzten	Mal.”	In	other	words,	the	salvaging	nature	of	the	"kühle	Schönheit	des	Gewesenen	und	Geschaffenen,”	the	still	positive	and	saving	cycle	of	passing	on	of	positive	"menschlichen	Leistungen,”	might	soon	be	interrupted	and	replaced	by	a	self-perpetuating	cycle	of	evil.	In	the	aftermath	of	the	Holocaust,	this,	too,	can	be	interpreted	as	a	political	statement	of	Broch.		
Broch's	depiction	of	world	totality	which	I	have	thus	examined	with	the	three	examples	of	his	depiction	of	evil,	his	representation	of	the	power	of	religion,	and	the	circularity	of	history,	is	just	one	aspect	of	how	he	implements	his	theoretical	arguments	into	Die	Schuldlosen	by	way	of	citing	myths.	As	I	have	introduced	above,	another	aspect	is	the	exemplification	of	catharsis	in	literature,	which	according	to	Broch	is	one	of	its	central	tasks.	Revisiting	the	encounter	between	Andreas	and	the	Stone	Guest	will	be	insightful	for	showing	how	Broch	exemplifies	catharsis	in	Die	
Schuldlosen.	When	one	reads	the	climax	novella	of	the	novel,	Der	Steinerne	Gast,	one	notices	that	it	is	the	Stone	Guest	who	visits	Andreas	before	his	death,	and	not	the	devil	or	a	demonic	figure.	The	Stone	Guest	himself	perhaps	gives	the	explanation:	
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Vielleicht	ist’s	Gnade.	Denn	die	Schuldsühne	geschieht	in	Läuterung,	nicht	in	Abbüßung,	als	ging	es	um	Strafe.	Du	bist	kein	Verbrecher.	Du	wirst	nicht	gestraft.	Aber	der	Lohn	ist	Geheimnis.	(D.	f.	272)	With	these	words	of	the	Stone	Guest	to	Andreas,	Broch	touches	on	key	aspects	of	both	human	development	and	his	concept	of	literature.	To	recall,	Broch	explains	in	the	commentary	to	Die	Schuldlosen	that		
so	wenig	das	Kunstwerk	zu	bekehren	oder	in	irgend	einem	konkreten	Fall	Schuldeinsicht	zu	erwecken	vermag,	der	Läuterungsprozeß	selber	gehört	trotzdem	dem	kunstwerklichen	Bereich	an;	in	zu	exemplifizieren	ist	dem	Kunstwerk	möglich	-	der	'Faust'	ist	hierfür	das	klassische	Beispiel	-,	und	durch	diese	Fähigkeit	zur	Darstellung	und	(was	noch	mehr	ist)	zur	Vermittlung	von	Läuterung	gelangt	die	Kunst	zu	ihrer	bis	ins	Metaphysische	reichenden	sozialen	Bedeutung	(Broch	1994,	327)	In	the	Stone	Guest's	above	quotation	from	Die	Schuldlosen,	Broch	replaces	expiation	with	catharsis.	In	the	excerpt	from	the	commentary	of	Die	Schuldlosen,	Broch	subsumes	the	depiction	of	the	cathartic	process	to	the	realm	of	the	artwork	and	thus	the	novel.	In	Die	Schuldlosen,	he	directly	implements	this	conviction.	There	is	no	evidence	that	A.	turns	in	his	soul	to	the	devil.	Instead,	he	seems	to	have	been	able	to	save	his	soul	by	admitting	his	guilt	in	the	presence	of	the	Stone	Guest.	One	can	conclude	that	the	contract	between	the	young	man	A.	and	the	devil	is	only	unilaterally	fulfilled	by	the	devil.	When	A.	recognizes	his	guilt	and	undergoes	the	cathartic	moment,	the	fulfillment	his	part	of	the	pact	becomes	obsolete.	
According	to	Broch,	catharsis	is	not	only	the	alternative	to	expiation	but	enables	the	individual	to	reach	a	higher	knowledge	regarding	his	own	life	and	guilt.	Broch	explains	in	his	commentary	on	Die	Schuldlosen	how	catharsis	is	achieved:	
Läuterung	aber	entsteht,	wenn	der	Mensch	sein	Menschlichstes	wiedergewinnt,	[...]	sich	selber	wiederfindet,	sich	selber	und	damit	auch	den	
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Nebenmenschen	wieder	zu	jener	Wichtigkeit	erhebt,	in	der	jene	Gleichgültigkeit	verlöscht	(Broch	1994,	307)	Andreas	recognizes	the	implications	of	his	indifference	towards	his	fellow	man	in	the	presence	of	the	Stone	Guest	and	thus	experiences	catharsis.	With	the	development	of	his	character,	Broch	thus	fulfills	a	crucial	task	of	the	novel:		
Niemand	wird	von	einem	Roman	verlangen,	daß	er	irgendjemanden	zur	inneren	Läuterung	bringe.	Doch	[...]	kann	und	soll	vom	Roman	verlangt	werden,	daß	er	Läuterung	exemplifiziere	und	kraft	seiner	dichterischen	Wahrheit	ihre	Möglichkeit	überzeugend	dartue	(Broch	1994,	307)	Not	only	does	Broch	exemplify	catharsis,	but	in	doing	so	he	also	draws	another	parallel	to	conclusion	to	Goethe's	Faust,	when	Faust	does	not	stray	from	the	right	path,	and	saves	his	soul	from	the	devil.	Just	like	Faust,	A.	is	a	pawn	in	the	game	between	a	divine	and	satanic	figure	who	is	saved	by	supernatural	intervention	before	his	soul	perishes.	Indifference	is	the	underlying	factor	for	A.'s	decisions	and	actions.	By	combining	the	thematization	of	indifference	to	the	Faust	myth	in	Die	
Schuldlosen,	Broch	points	to	essential	characteristics	of	his	epoch,	and	interweaves	them	with	human	condition	in	existence	since	the	dawn	of	myth	creation.	
This	puts	me	in	the	position	to	answer	the	question	whether	Broch	is	creating	a	new	myth	in	his	works.	The	comprehensive	parallels	between	the	Faust	myth	and	Broch's	treatment	of	it	show	that	crucial	elements	of	the	Faust	myth	are	still	present	in	Broch's	work.	The	development	of	a	new	myth	by	Broch	cannot	be	confirmed.	Instead,	it	seems	that,	through	Broch,	the	Faust	myth	is	being	carried	through	the	Generationenkette	("durch	die	Generationenkette	hindurchgetragen	und	jeder	neuen	Generation	verständlich	oder	zumindest	übersetzbar	gemacht	wird”).	In	other	words,	Broch	is	perpetuating	the	cycle	of	myth	transference	from	one	
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generation	to	the	next.	Although	he	adapts	the	myth	to	account	for	the	Welttotalität	of	his	epoch,	he	is	does	not	create	a	new	myth.		
	
	
Conclusion	-	Faust	Myth	
	
At	the	beginning	of	this	chapter,	I	proposed	that	to	evaluate	Broch's	mode	of	evoking	an	existing	myth,	it	is	necessary	to	define	the	elements	that	constitute	the	specific	myth.	For	the	Faust	myth,	the	suggested	elements	were:	a	devil-like	figure,	a	pact,	a	protagonist	who	sacrifices	moral	integrity	to	fulfill	a	personal	desire	or	a	gain	of	knowledge,	and	erotic	adventures.		
My	analysis	has	shown	the	existence	of	all	these	elements	in	Die	Schuldlosen.	Not	only	does	Broch	present	a	devil,	a	pact,	and	a	protagonist	who	sacrifices	moral	integrity	to	fulfill	a	personal	desire.	Broch	also	includes	an	erotic	adventure	that	imposes	a	threat	on	the	pact.	In	addition	to	that,	my	analysis	has	revealed	comprehensive	parallels	with	the	Faust	myth,	among	them	the	presence	of	two	supernatural	figures	that	incorporate	opposite	ends	of	a	moral	spectrum	and	conduct	a	behavioral	experiment	with	a	human	being.	Important	to	note,	both	the	content	of	the	pact	and	the	figure	of	the	devil	have	undergone	a	trivialization	in	comparison	to	Goethe's	Faust	and	Thomas	Mann's	Doktor	Faustus.	This	trivialization	can	be	explained	with	Broch's	modernization	and	politicization	of	the	myth.	Broch	included	all	elements	of	the	Faust	myth	into	Die	Schuldlosen	in	the	last	creative	
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phase	of	the	novel,	and	thus	after	developing	his	concepts	on	myths	in	his	theoretical	works.	
While	Broch	does	not	explicitly	quote	the	Faust	myth,	he	also	does	not	depart	from	its	general	elements.	Instead,	he	evokes	the	existing	myth	by	citing	key	plot	elements,	the	constellation	of	figures,	sites,	and	objects.	In	addition	to	that,	he	uses	number	symbolism	and	color	symbolism	that	the	reader	can	recognize	from	other	texts	to	be	able	to	recognize	the	Faust	myth.	As	the	analysis	of	the	devil	in	Die	
Schuldlosen	has	shown,	Broch	also	uses	symbols,	semantic	ambiguities	and	proverbs	to	evoke	the	satanic	figure.	The	name	devil,	if	one	will,	is	cited	in	his	synonyms	throughout	the	novel,	but	it	is	only	towards	the	end,	in	the	last	novella,	that	he	is	eventually	called	"devil,"	as	a	result	of	which	one	could	retrospectively	identify	him	as	the	devil	throughout	the	novel.	In	this	context,	I	renounced	Vollhardt's	observation	that	the	"Teufel	als	das	personifizierte	Böse	ist	kein	integrierender	Bestandteil	der	Handlung"	in	Broch's	works,	and	that	the	Faust	myth	remains	"so	gut	wie	ohne	Einfluss.”	However,	my	analyses	confirmed	Vollhardt's	observation	of	a	"bewusst	reduzierende	und	das	Vorbild	umformende	Symbolbezug.”81	The	textual	evidence	seemed	subtle	in	the	beginning.	After	a	comprehensive	genetic	criticism,	however,	the	sum	of	the	details	unequivocally	testifies	to	the	reference	of	the	text	to	the	main	elements	of	the	Faust	myth,	including	its	ending.	
																																																								81	Vollhardt	uses	another	term,	the	"Faust-Muster",	interchangeably	with	"Fauststoff"	or	Faust	myth,	which	I	find	interesting	because	it	holds	the	idea	of	a	pattern	that	runs	through	the	text	and	partially	loses	the	historical	connection.	One	might	argue	that	the	historical	reference	indeed	loses	significance	the	more	abstract	and	hardly	recognizable	the	original	myth	becomes.	
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As	has	been	the	case	in	the	examination	of	Broch's	referencing	of	
romanticism,	one	can	observe	an	occasional	use	of	quotation.	This	technique	makes	the	reading	experience	both	challenging,	rewarding,	and	disruptive,	and	allows	for	a	broad	range	of	possible	interpretations,	depending	on	which	texts	with	adaptations	of	the	Faust	myths	one	adduces	for	the	understanding.	By	limiting	his	references	to	primary	structures	of	the	Faust	myth,	Broch	keeps	the	citations	vague	and	yet	comprehensive.		
Broch's	referencing	of	the	Faust	myth	and	accessing	the	intertext	has	an	important	function	for	his	work.	Broch	uses	the	Faust	myth	not	only	as	an	underlying	and	plot	shaping	structure	of	the	work,	but	the	myth	also	serves	him	to	meet	his	standards	of	what	literature	should	achieve.	As	has	been	shown,	it	serves	him	to	depict	the	Welttotalität	of	his	epoch	-	by	identifying	the	evil	as	a	National	Socialist,	by	alluding	to	the	decreasing	power	of	religion,	and	by	elaborating	on	the	cyclical	nature	of	evil.	Moreover,	the	referencing	of	the	Faust	myth	enables	Broch	to	exemplify	the	process	of	catharsis	in	the	encounter	of	Andreas	and	the	Stone	Guest.		
I	identified	several	instances	that	show	Broch's	understanding	that	myth	serves	as	a	medium	to	transfer	a	culture's	norms,	values,	and	achievements	from	one	generation	to	the	next.	For	example,	Broch	through	the	thoughts	of	Hildegard	elaborates	on	the	cyclicality	of	the	seduction	of	the	"Menschenkinder"	by	evil	forces.	In	this	context,	he	also	discusses	the	positive	influence	that	the	transfer	of	culture	and	moral	values	from	one	generation	to	the	next	can	have	on	the	ability	to	deter	evil.	It	seems	that	Broch	depicts	both	the	positive	and	adverse	effects	the	transmission	of	"menschliche	Leistung.”	An	example	of	the	great	positive	potential	is	
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the	scene	in	which	Hildegard	is	followed	by	the	evil	and	successfully	seeks	shelter	in	the	religious	architecture	of	her	town,	the	church,	which	is	the	earthly	manifestation	of	beliefs,	norms,	and	values	that	have	been	passed	on	from	generation	to	generation	through	centuries.	An	example	of	the	potential	adverse	effects	of	the	connection	of	generations	through	the	Generationenkette	is	the	passing	on	of	"das	Böse,”	and	the	"irdische	Schwachheit,”	as	formulated	in	the	last	novella	of	Die	
Schuldlosen.	In	this	case,	the	Generationenkette	metaphorically	speaking	enslaves	the	following	generation,	and	the	norms	and	values	and	the	human	performance	that	are	passed	on	become	a	burden	or	chain,	a	negative	and	paralyzing	legacy.	It	is	important	to	note	that	Broch	in	Die	Schuldlosen	indicates	a	contemporary	tendency	towards	the	latter,	the	transfer	of	cultural	achievements	with	a	negative	effect.	He	does	so	by	hinting	at	the	fact	that	Hildegard	might	engage	with	the	devil	in	the	future.	In	this	context,	Broch's	staging	of	a	circle	dance	of	a	devil	tangle	on	Walpurgis	Night	mirrors	the	concept	of	cyclical	movements	in	history.	
While	Broch's	implementation	of	the	Faust	myth	and	the	satanic	figure	is	innovative	in	many	aspects	-	with	regard	to	its	politicization,	the	choice	and	number	of	the	devil's	"victims,”	and	his	animal,	to	name	just	a	few	-	Broch	inherently	still	firmly	follows	the	structures	of	the	traditional	Faust	myth.	The	question	regarding	a	new	form	must	thus	be	answered	in	the	negative.	Just	as	Broch's	attempts	seem	to	indicate	that	a	new	myth	cannot	be	written	yet	by	the	human	soul	or	the	poet,	respectively,	the	protagonists	of	the	novel	do	not	succeed	in	interrupting	the	cyclical	nature	of	seduction	by	evil	forces.	The	catharsis	is	exemplified	but	is	not	effective	in	impacting	history.	It	seems	that	the	"Menschenkinder"	of	Broch's	epoch	are	not	
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ready	for	this	fundamental	rupture	and	progression.	Broch	sticks	to	the	Faust	myth	that	he	had	already	called	the	"classic	example"	of	exemplifying	the	cathartic	process	(Broch	1994,	327)	and	of	incorporating	the	"Grundstruktur	des	Humanen"	(Broch	1976d,	197).82	
	
	
Case	study:	Citations	of	the	Don	Juan	Myth	
	
The	second	case	study	brings	the	Don	Juan	myth	into	focus,	a	myth	whose	first	adaptation	dates	back	to	the	17th	century	and	which	has	seen	many	variations	ever	since.	The	underlying	story	of	the	myth	remained	the	same	in	most	variations.	I	will	choose	one	of	the	most	important	variations,	the	libretto	for	Mozart's	opera	Don	
Giovanni	(1787),	as	a	basis	for	my	comparison.		
The	following	close	reading	shall	examine	whether	and	how	Broch	cites	the	myth,	and	how	this	particular	mode	of	citation	serves	him	to	experiment	with	interrupting	the	cycle	of	transferring	cultural	knowledge	and	with	developing	a	new	form.	Since	some	research	literature	on	the	comparison	between	Mozart's	Don	
Giovanni	and	Broch's	Die	Schuldlosen	already	exist,	the	question	whether	Broch	cites	the	myth	can	be	answered	rather	quickly	by	introducing	the	relevant	points	of	existing	analyses.	The	how	and	why	of	Broch's	citation	of	the	traditional	Don	Juan																																																									82	The	Faust	myth	is	also	a	central	element	in	Die	Verzauberung.	Just	like	in	Die	Schuldlosen,	there	are	explicit	and	implicit	references	to	the	devil.	
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myth	will	partially	build	on	insights	gained	from	examining	Broch's	referencing	of	the	Faust	myth.	Therefore,	this	case	study	will	be	much	shorter	than	the	case	study	on	Faust.	However,	this	does	not	discount	its	significance.	Rather,	the	case	study	will	serve	to	complement	the	findings	and	thus	provide	a	more	comprehensive	picture	of	Broch's	modes	of	citation.	In	particular,	it	will	allow	for	a	comparison	between	Broch's	modes	of	referencing	the	two	myths,	which	are	surprisingly	different.	The	comparison	is	particularly	insightful	when	interpreting	the	insights	through	the	lens	of	Kristeva's	concepts	of	intertextuality	and	signifying	structures.		
I	suggest	that	central	"Figurenkonstellationen	und	Handlungszüge"	of	the	Don	Juan	myth	are	a	protagonist	who	sacrifices	social	moral	standards	for	pleasure	and	indulgence,	erotic	adventures	and	the	seduction	of	an	innocent	woman,	the	murder	of	a	person	who	would	prevent	the	seduction,	an	accessory,	and	a	Stone	Guest	who	confronts	that	protagonist	with	his	failures.	
When	looking	for	traces	of	the	Don	Juan	myth	in	Die	Schuldlosen,	one	does	not	have	to	read	far.	Citations	of	elements	of	the	myth	are	abundant	and	explicit.	Broch	cites	characters'	names,	replicates	crucial	constellation	of	characters,	and	recognizably	depicts	important	plot	points	of	the	original	myth.		
To	start,	Broch	cites	the	myth	by	citing	its	characters:	Three	major	characters	of	Mozart's	opera	Don	Giovanni,	Zerline,	Don	Juan,	and	the	Stone	Guest,	are	central	protagonists	of	Broch's	work.	While	the	names	are	not	the	same,	their	congruence	with	the	model	is	undeniable:	Zerlina	becomes	Zerline,	and	Don	Juan	becomes	Herr	von	Juna.	The	names	are	an	almost-citation,	unambiguous	and	yet	not	the	same.	It	
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seems	that	Broch	intended	an	apparent	reference	to	the	traditional	myth,	while	making	clear	his	auctorial	agency	and	alerting	to	a	différence	to	the	traditional	myth	at	the	same	time.	The	almost-and-yet-not-quite	citation	of	the	names	of	the	traditional	myth	has	the	potential	to	create	both	irritation	and	expectation	among	the	readers	that	Broch	has	a	(yet	to	be	defined)	intention	with	his	particular	choice	of	names.		
In	addition	to	Broch's	distortion	of	the	names,	a	second	disorientation	for	the	reader	familiar	with	the	Don	Juan	myth	stems	from	the	fact	that	the	traditional	characters	and	their	respective	characteristics	have	undergone	a	re-combination	in	
Die	Schuldlosen.	More	precisely,	while	in	Broch's	Die	Schuldlosen,	a	specific	character's	features	do	not	resemble	the	features	of	the	protagonist	with	the	resembling	name	in	Mozart's	opera;	their	features	nonetheless	also	existed	in	the	original	Don	Juan	myth	and	Mozart's	opera	-	but	within	a	different	character.	This	phenomenon	becomes	evident	in	the	powerfule	role	of	Zerline.	
In	Lorenzo	da	Ponte's	libretto	for	Mozart's	opera,	Zerlina	is	cheeky	and	playful,	presenting	herself	as	naive,	innocent	country	girl.	Whether	she	is	as	gullible	as	she	pretends	to	be	is	debatable,	and	the	case	can	certainly	be	made	that	she	knows	full	well	what	giving	in	to	Giovanni's	advances	will	mean	both	for	her	and	Masetto,	her	husband-to-be.	However,	she	definitely	is	mostly	a	passive	character,	reacting	to	Giovanni's	initiatives,	rather	than	actively	influencing	the	plot. In	Broch's	work,	Zerline	slyly	orchestrates	the	entire	plot	of	the	novel	by	directing	Andreas'	involvement	with	the	Baroness,	Melitta's	devotion	to	Andreas,	and	Hildegard's	visit	at	Melitta's	house,	which	ends	in	Melitta's	death	before	Hildegard	even	leaves	the	
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building.	Moreover,	Zerline	provides	the	deathly	sleeping	pills	to	the	Baroness	towards	the	end	of	the	novel,	installing	herself	as	the	heir	to	the	wealth	of	the	family.	In	addition	to	that,	the	reader	learns	about	the	intrigues	Zerline	had	plotted	in	Herrn	Juna's	life.	Zerline	is	the	cruel	intriguer	who	makes	all	characters	the	victim	of	her	revenge	of	a	lost	love	affair	and	her	striving	for	personal	gain.	Not	love,	but	an	iron	will	to	power	is	at	the	centerpiece	of	Zerline's	character.	Erotic	conquest,	subjugation,	and	the	creation	of	dependency	are	her	love	strategies.	Lützeler	notes:	
Die	Zerlina	Mozarts	ist	bei	Broch	nicht	mehr	wiederzuerkennen.	Wenn	alle	Konflikte	ausgetragen	sind,	erweist	sie	sich	als	Herrscherin.	(Lützeler	2011,	13)	Zerline's	function	in	the	novel,	as	well	as	the	high	psychological	status	she	maintains	towards	the	other	figures,	sharply	depart	from	the	original	myth.	As	Lützeler	notes:		
Mit	Mozarts	Landmädchen	Zerline,	wie	wir	sie	aus	dem	Don	Giovanni	kennen,	hat	Brochs	Magd	nur	wenig	gemein.	Einen	Bauern	Masetto,	den	Zerline	heiratet,	gibt	es	hier	nicht.	Nicht	Don	Giovanni,	sondern	Zerline	bestimmt	den	Ablauf	der	Handlung.	Sie	ist	keineswegs	eine	der	vielen	verführten	Frauen	des	Don	Juan	(bei	Broch	des	Herrn	Juna),	sondern	selbst	Verführerin.	Sie	diktiert	die	Bedingungen	des	Rendezvous	und	ihrem	Dominanzanspruch	ist	weder	ein	Don	Juan	gewachsen	noch	ihre	Herrschaft,	der	sie	als	Magd	dient.	Die	Umkehrer	des	Verhältnisses	von	Herr	und	Knecht,	wie	Hegel	[...]	für	unabwendbar	hielt,	wird	in	dieser	Erzählung	Brochs	verdeutlicht.	Aber	es	geht	nicht	nur	um	den	Machtkampf	von	Herr	und	Knecht	bzw.	von	Herrin	und	Dienerin,	sondern	auch	um	die	Vertauschung	der	traditionellen	Geschlechterrollen.	Broch	liebte	es,	weibliche	Figuren	aus	der	Literaturgeschichte	umzudeuten.	(Lützeler	2011,	13)	[eg.	Hamlet's	Ophelia]	Two	aspects	are	important	in	this	citation.	First,	Zerline's	power	in	the	novel	exceeds	both	that	of	a	traditional	servant	and	the	Zerlina	in	the	Don	Juan	myth.	As	has	been	discussed	earlier,	there	is	an	undefined	connection	between	the	devil	and	her,	raising	the	significance	of	her	character	beyond	that	of	many	other	characters	in	
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the	novel,	and	putting	her	on	the	same	hierarchy	as	the	Stone	Guest	(with	whom	she	is	cordially	joking	upon	his	arrival	at	the	hunting	lodge).	Second,	the	character	of	Zerline	serves	Broch	to	make	political	and	social	statements.	It	seems	thus	that	the	alteration	of	the	traditional	myth	helps	Broch	to	acknowledge	and	depict	a	shift	in	gender	relations	and	distribution	of	roles	of	authority	in	his	epoch	in	comparison	to	Mozart's.	In	other	words,	Broch	here	makes	use	of	the	function	of	myth	to	depict	the	totality	of	the	human	situation	and	the	world	in	its	contemporary	reality.	He	does	so	with	the	use	of	irony,	and	it	is	not	evident	whether	this	irony	serves	to	undermine	his	observation	regarding	the	shift	in	gender	relations	and	authority,	or	whether	he	thus	questions	its	actual	existence.	
Broch	also	adapts	other	characters	of	the	traditional	myth,	such	as	Don	Juan.	Herr	von	Juna	is	still	a	man	with	a	wandering	eye	and	a	long	list	of	female	conquests	(a	man	with	"Frauen,	die	er	immer	bei	sich	gehabt	hat"	(Broch	1994,	100)).	However,	he	seems	to	have	become	a	victim	of	his	numerous	women.	For	example,	it	is	actually	Zerline	who	seduces	him,	who	establishes	conditions	under	which	she	would	give	in	to	him,	and	to	whom	he	is	addicted	-	not	the	other	way	around.	She	levels	their	hierarchy	("um	den	Herrn	von	Juna	und	die	Dienstmagd	wieder	auf	gleich	und	gleich	zu	stellen"	(Broch	1994,	106))	with	the	help	of	his	physical	attraction	to	her,	which	persists	even	when	in	the	moment	of	carnal	desire	she	reminds	him	of	his	child	and	suggests	having	children	with	him	herself.	Through	Zerline's	purposeful	distribution	of	information,	she	destroys	his	existence	and	drives	a	wedge	between	the	Baroness	and	her	husband,	the	judge	in	Herr	von	Juna's	
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case	of	the	suspected	murder	of	the	woman	with	whom	he	is	living.	Herr	von	Juna,	unlike	Don	Juan,	does	not	have	control	over	his	female	acquaintances.	
Apart	from	Zerline	and	Don	Juan,	other	characters	-	such	as	A.	and	the	Stone	Guest	-	also	show	striking	differences	to	Mozart's	Don	Giovanni.	As	my	previous	analyses	on	irony	have	demonstrated,	the	Stone	Guest	is	a	giggling	visitor	with	earthly	desires	towards	the	maid	Zerline.	This	characteristic	is	another	difference	to	the	earnest	moral	guardian	of	the	original	myth	and	is	indicative	of	Broch's	extensive	reshaping	of	the	characters.		
Another	significant	alteration	of	the	traditional	myth	concerns	central	plot	elements.	As	far	as	the	encounter	between	the	Stone	Guest	and	Andreas	is	concerned,	Broch	models	it	by	citing	its	core	characteristics:	an	unexpected	Guest,	his	stony	quality,	his	otherworldliness,	and	the	discussion	of	a	morally	questionable	behavior	on	the	part	of	the	main	character.	But	in	its	particular	design,	Broch's	scene	with	the	moral	sinner	and	the	higher	power	deviates	considerably	from	the	traditional	Don	Juan	myth.	The	catharsis	of	the	delinquent	and	the	salvation	of	his	soul	is	just	one	example.		
I	would	suggest	that	Broch	adapts	the	nature	of	the	Stone	Guest's	visit	to	include	elements	that	motivate	the	modern	reader	to	gain	Erkenntnis	and	initiate	a	turnaround	with	regard	to	his	ethical	behavior.	Broch's	adaptation	also	accounts	for	the	loss	of	significance	of	religion	in	modernity.	In	Mozart's	epoch,	seeing	the	Stone	Guest	take	a	protagonist	to	hell	as	a	consequence	of	his	moral	misdemeanor	might	have	left	a	daunting	feeling	among	the	audience.	In	the	20th	century,	when	the	
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concept	of	heaven	and	hell	has	lost	part	of	its	threat,	the	same	act	would	have	been	considerably	less	frightening	to	Broch's	readers.	Broch	himself	characterizes	the	Stone	Guest	as	the	"Träger	des	Neuen,”	as	a		
geisterhaften	Träger	einer	neuen	Welteinsicht,	welche	berufen	sein	mag,	die	terroristische	Menschheitsepoche	zu	überwinden	und	an	ihre	Stelle	wieder	die	der	ewigen	Absolutheit	des	moralischen	Gebotes	zu	setzen,	denn	er	ist	Prophet	des	unbekannten	Gottes,	der	von	keinem	Kult,	nicht	einmal	von	einem	pantheistischen,	von	keinem	Wissen	erreichbar	ist	und	trotzdem	im	Wissen	des	Menschen	wohnt	(Broch	1994,	315	f.).	The	Stone	Guest	is	thus	a	central	figure	for	Broch	since	his	religiosity,	his	message	of	morality,	offers	the	hope	for	a	"neue	Welteinsicht,”	a	change	of	world	history	for	the	better.	And	yet,	Broch	here	also	speaks	about	a	circular	flow	and	a	cycle,	in	which	the	Stone	Guest	in	the	future	"wieder"	introduces	the	eternal	"Absolutheit	des	moralischen	Gebotes.”	The	"wieder"	indicates	that	what	existed	in	the	past	will	exist	in	the	future,	though	in	a	different	form,	with	an	"unbekannten	Gott[].”	The	Stone	Guest	is	thus	a	medium	who	makes	the	human	capacity	understandable	to	the	modern	man	("alle	menschliche	Leistung	[...]	durch	die	Generationenkette	hindurchgetragen	und	jeder	neuen	Generation	verständlich	oder	zumindest	übersetzbar	gemacht"	(Broch	1976b,	202)).	Since	the	modern	man	is	different	from	the	man	in	a	previous	age,	so	is	the	medium's	method.	Apparently,	the	Stone	Guest	has	left	his	moral	standards	regarding	promiscuity	to	the	side	(Andreas,	too,	has	sexual	encounters	with	more	than	one	woman)	and	seems	to	be	focusing	on	a	more	pressing	issue	of	his	time,	the	human	ignorance	towards	one's	fellow	men.	Again,	here,	the	question	of	the	function	of	irony	arises.	It	might	target	the	fact	that	the	moral	impurities	of	which	the	Stone	Guest	accuses	Don	Juan	in	the	original	have	
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become	a	peccadillo	given	the	moral	deficiencies	in	modernity	that	are	both	more	fundamental	and	more	threatening	and	far-reaching	for	humanity.	Alternatively,	Broch's	irony	might	target	the	original	Don	Juan	myth	and	Mozart's	opera,	making	fun	of	its	anachronism.	
It	is	Andreas'	"seelische	Wandlung"	to	which	Broch	subordinates	the	constellation	of	characters,	adapting	that	of	the	traditional	Don	Juan	myth	and	Mozart's	opera.	Broch	dedicates	an	entire	novella	to	the	occasion,	Der	Steinerne	Gast,	which	happens	to	hold	the	climax	of	the	novel.	Broch	himself	notes	in	the	detailed	commentary	section	of	Die	Schuldlosen:		
Für	einen	bloß	flüchtigen	Blick	mag	es	scheinen,	als	sei	das	Ganze	auf	dem	opernbezogenen	Dreieck	Elvira-Zerline-Don	Juan	(Herr	v.	Juna)	aufgebaut;	tatsächlich	wird	ja	gezeigt,	wie	die	Aufforderung	'Komm	auf	mein	Schloss	mit	mir'	sich	nach	fünfzig	Jahren	auswirkt.	Doch	das	ist	nur	das	Kernstück	der	Gesamtkonstruktion,	die	[...]	in	dem	Läuterungsweg	des	jungen	A.,	zuerst	im	Zusammentreffen	mit	der	märchenentstiegenen	Melitta,	dann	mit	der	Mythenfigur	des	„Imkers",	die	tiefste	Bedeutungsebene	erreicht	(Broch	1994,	321).	With	the	cathartic	process	of	Andreas	taking	center	stage	of	the	novel,	the	character	of	Don	Juan	is	literally	marginalized.	He	still	pursues	his	erotic	interests,	but	only	in	the	accounts	of	Zerline,	accounts	which	she	shamelessly	forces	upon	Andreas,	who	is	trying	to	pretend	to	not	listen	to	her	gossip.83	The	modern	man	does	not	care	to	hear	the	old	tale.	Broch	retells	the	love	story	between	Zerline	and	Don	Juan,	but	does	not	give	it	the	room	it	had	in	Mozart's	opera.		
																																																								83	In	the	chapter	Die	Erzählung	der	Magd	Zerline,	Zerline	unsolicitedly	enters	A.'s	room	and	in	a	monolog	of	several	pages	imparts	on	him	the	story	of	her	love	affair	with	Herrn	von	Juna,	together	with	family	secrets	of	the	Baroness.	
	 211	
This	subordination	of	both	Don	Juan's	story	and	Don	Juan	and	Zerline's	love	story	to	Andreas'	story	parallels	the	subordination	of	the	topic	of	morals	in	the	conversation	between	the	Stone	Guest	and	Andreas	to	the	discussion	of	Andreas'	indifference	towards	his	fellow	men.	With	the	traditional	triangle	Don	Juan	-	Zerlina	-	Stone	Guest	pushed	to	the	side,	this	opens	up	room	for	a	modern	protagonist	with	a	different	moral	inadequacy.	Rather	than	sacrificing	social	and	moral	standards	for	pleasure	and	indulgence,	he	sacrifices	them	together	with	his	sexual	desire	to	the	preservation	of	an	artificial	family	situation	in	seclusion	from	the	world.	
As	a	result	of	Broch's	extensive	rearrangement	of	character	functions	and	his	refocusing	on	a	different	set	of	figure	constellations,	the	remaining	specific	elements	of	Mozart's	opera	get	rearranged,	as	well.	For	example,	the	element	"seduction	of	an	innocent	woman"	enters	the	novel	in	the	form	of	the	seduction	of	the	innocent	Melitta,	a	plot	point	whose	nature	as	an	act	of	seduction,	however,	is	disputable.	As	has	been	shown,	one	could	make	the	point	that	Melitta	is	actually	seducing	the	man.	Analogously,	the	second	sexual	encounter	in	the	novel	is	a	seduction	of	Andreas	by	Hildegard.	Moreover,	the	"murder"	that	takes	place	(Melitta's	death)	is	technically	a	suicide.	Unlike	in	Mozart's	opera,	the	unnatural	death	in	Die	Schuldlosen	does	not	eliminate	the	person	that	would	interfere	with	the	seduction	(as	is	the	case	in	the	Mozart's	opera,	where	Don	Juan	kills	the	father	of	the	young	girl	he	intends	to	seduce).	Instead,	it	kills	the	seduced	and	seducing	person	herself,	Melitta.	This	technique	points	to	an	example	of	entanglement	of	the	Faust	myth	with	the	Don	Juan	myth,	which	I	will	discuss	momentarily.	In	general,	one	can	note	that	Broch	cuts	the	male	seductive	potency	of	both	men,	Andreas	and	Don	Juan.	As	a	result	of	
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their	diverging	characteristics,	the	functions	that	the	characters	fulfill	in	Broch's	story	strikingly	differ	from	the	original	myth	in	Mozart's	opera.	
	
	
Conclusion	-	Don	Juan	Myth	
	
As	has	been	shown,	Broch	cites	names	and	constellations	of	characters	of	the	Don	Juan	myth	as	seen	in	Mozart's	opera,	as	well	as	plot	elements	and	character	traits.	However,	the	citations	do	not	cite	the	traditional	myth	in	its	original	form	and	meaning,	but	elements	of	it,	changing	some	of	them	completely.	In	addition	to	significant	alterations	of	characters	and	plot	elements,	the	significance	of	the	original	constellation	of	characters	disappears,	and	there	is	a	distortion	of	the	acts	of	seduction,	of	the	function	of	the	murder,	and	of	the	protagonist's	personal	goals	to	which	social	and	moral	standards	are	sacrificed.		
More	than	that,	one	can	note	an	ambivalence	regarding	the	overall	importance	of	the	Don	Juan	myth	in	Herman	Broch's	work.	While	the	first	four	novellas	only	briefly	reference	the	Don	Juan	myth	(Broch	1994,	25),	numerous	characters	from	the	Don	Juan	myth	populate	the	fifth	novella	of	Die	Schuldlosen	called	Erzählung	der	Magd	Zerline.	The	centrality	of	Zerline	to	the	plot	reinstates	the	relevance	of	the	Don	Juan	myth	and	gives	the	impression	that	the	impact	of	the	Don	Juan	myth	is	radiating	throughout	the	novel	from	its	position	at	its	center.		
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This	form	of	referencing	a	traditional	and	well-known	myth	fulfills	several	functions	for	Broch.	As	has	been	shown,	Broch	cites	the	names	of	the	characters	but	makes	extensive	alterations.	He	cites	the	past	to	leave	its	characteristics	behind	and	create	something	new.	The	citation	of	the	past	serves	a	double	purpose	here.	First,	it	shows	how	the	past	is	the	basis	for	change	in	the	present	and	gets	adapted	for	the	representation	of	the	modern	man	through	the	hands	of	the	writer.	Second,	it	shows	that	the	past	as	is	does	not	have	a	position	in	the	present	anymore.	When	Broch	strips	away	all	aspects	of	the	traditional	myth	that	only	work	in	the	past,	all	that	is	left	is	the	shell,	a	name,	a	signifier.	The	past,	then,	is	quoted	so	that	it	can	be	left	behind.	One	could	say	that	Broch	both	continues	and	breaks	the	cycle	of	passing	on	a	literary	tradition	from	one	generation	to	the	next.	
When	Broch	cites	the	Stone	Guest,	Don	Juan,	and	Zerline,	one	might	first	assume	that	he	cites	each	name	together	with	the	function	and	message	that	used	to	be	conveyed	with	the	character	in	Mozart's	opera.	However,	in	the	process	of	citing,	Broch	reduces	the	citation	to	a	linguistic	citation.	The	traditional	significance	is	lost.	He	demonstrates	this	loss	by	replacing	the	original	significance	with	a	new,	modernized	significance.	He	keeps	the	form;	the	substance	though	is	different.	The	names	are	not	the	same	like	in	the	original.	One	could	say,	even	the	signifier	is	subjugated	to	a	process	of	defragmentation.	
This	technique	has	implications	on	the	language-specific	observation	I	made	earlier	regarding	Broch's	citation	of	signifiers.	While	the	material	citation	is	there,	the	signification	is	gone.	This	phenomenon	also	applies	here.	The	name	of	the	character	has	(almost)	survived,	but	the	signification,	the	role	in	the	original	myth,	is	
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gone.	However,	it	is	not	completely	dropped,	as	was	the	case	in	numerous	earlier	examples	when	Broch	voided	the	signification	of	the	signifier.	Here,	we	are	dealing	with	an	allocational	and	attributional	impurity	as	the	result	of	the	citation	process:	The	position	and	significance	of	elements	of	the	Don	Juan	myth	are	reduced	and	relocated	within	the	novel.	The	characters,	for	their	part,	switch	functions	and	characteristics.	As	has	been	shown,	this	technique	serves	Broch	to	make	political,	social,	and	aesthetic	statements.84	
Another	observation	in	examining	Broch's	citation	of	the	Don	Juan	myth	is	his	use	of	irony,	as	evident	in	Zerline's	dominance	towards	Herrn	von	Juna,	and	the	giggling	Stone	Guest's	visit	to	Andreas,	among	others.85	Irony	is	a	literary	technique	of	Broch's	that	was	already	discussed	above	in	the	context	of	romantic	imagery.	It	does	not	seem	far-fetched	to	assume	that	Broch	applies	irony	more	comprehensively	than	just	shown	when	citing	myths	in	his	works.		
Moving	away	from	the	formal	level,	Broch's	citation	of	myth	is	also	a	statement	on	the	morality	of	the	20th	century.	Both	Zerline	and	Andreas	lack	a	
																																																								84	One	detail	is	very	striking	in	this	context:	Broch's	positive	moral	prediction	for	Andreas	differs	from	his	political	prediction	for	the	other	characters	as	laid	out	in	the	last	chapter,	in	which	he	foreshadows	a	devil's	pact	with	the	young	woman	(Hildegard)	and	other	citizens.	Taking	into	consideration	the	political	events	in	the	three	decades	before	the	publishing	of	Die	Schuldlosen	in	1951,	Broch's	conception	of	Andreas'	redemption	is	a	surprising	final	point	of	the	development	of	the	protagonist.	Its	utopian	quality	does	not	seem	to	be	understandable	or	justifiable	given	the	Holocaust	and	the	German	public's	practice	of	getting	back	to	business	as	usual	in	the	postwar	period.	This	aspect	creates	a	striking	contrast	between	Broch's	political	statements	within	the	novel.	85	A	footnote	in	Wohlleben’s	essay	Metaphysischer	Humor	zwischen	Romantik	und	Moderne	in	
Hermann	Brochs	"Die	Schuldlosen"	offers	another	interesting	detail	in	this	context.	When	Zerline	finds	Andreas	after	his	suicide,	she	expresses	her	disappointment	about	his	death,	since	she	had	just	been	preparing	one	of	his	favorite	dishes	for	him,	“Hühnerragout	mit	Klößen.”	Wohlleben	here	points	out	a	parallel	to	Wolfgang	Amadeus	Mozart’s	Don	Giovanni,	where	one	also	finds	the	“possenhafte	Essensmotiv	in	Verbindung	mit	dem	Tod”	in	the	figure	of	Leporello	(Wohlleben	2014,	181,	footnote	31).	The	irony	is	here	emanating	from	this	combination	of	culinary	delights	and	death.	
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moral	compass	and	show	a	high	degree	of	indifference	towards	their	fellowmen.	Andreas	as	the	modern	Don	Juan	seems	to	have	no	moral	conflict	when	using	a	naïve	and	helpless	girl	for	his	sexual	desires,	nor	when	learning	about	her	death.	Zerline,	for	her	part,	mercilessly	plots	the	fate	of	several	characters	and	seems	to	derive	a	satanic	pleasure	from	her	final	victory.	The	lack	of	moral	standards	in	the	twentieth	century,	as	shown	by	Broch,	appears	to	be	more	prevalent	than	in	Mozart's	times.	What	is	more,	Broch	does	not	provide	even	one	character	that	would	oppose	the	moral	misdemeanors.	Against	the	cold	indifference	and	sadistic	tendencies	of	Broch's	characters,	Mozart's	Don	Juan	almost	appears	like	a	naïve	boy.	A	traditional	myth	like	the	Don	Juan	myth,	which	seems	outdated	on	first	sight,	serves	Broch	to	provide	the	panorama	of	a	nation	whose	indifferent	mindset	would	allow	the	rise	of	National	Socialism	and	to	indicate	the	deterioration	of	morals	in	the	twentieth	century.		
	
	
Function	of	Broch's	Citation	of	Myths		
	
Having	analyzed	Broch's	mode	of	referencing	the	Faust	myth	and	the	Don	Juan	myth	separately,	I	will	now	take	a	step	back	and	compare	the	results	of	both	analyses.	Several	observations	can	be	made	when	seeing	Broch's	citation	of	the	Faust	myth	and	the	Don	Juan	myth	together.		
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First,	it	is	striking	that	Broch	references	the	two	myths	with	different	methods.	He	cites	the	Don	Juan	myth	by	giving	the	characters	in	Die	Schuldlosen	almost	the	same	names,	and	by	repeating	constellations	of	characters,	as	well	as	their	shared	stories.	However,	the	character's	characteristics	and	functions	in	the	novel	differ	significantly	from	the	Don	Juan	myth.	As	far	as	the	Faust	myth	is	concerned,	the	opposite	seems	to	be	the	case:	Broch	does	not	cite	the	myth.	Instead,	he	designs	the	plot	surrounding	Andreas	in	a	way	that	evokes	the	traditional	Faust	myth	before	the	eye	of	the	reader.	Broch	employs	a	similar	technique	to	evoke	the	Faust	myth	in	Die	Verzauberung.	Many	characteristics	of	the	Faust	myth	still	exist,	and,	what	is	more,	drive	the	entire	plot.	This	reconfiguration	is	another	difference	to	his	citation	of	the	Don	Juan	myth,	in	which	Don	Juan	has	an	almost	decorative	quality.		
One	can	note	that,	when	citing	the	Don	Juan	myth,	Broch	(almost)	keeps	the	signifier	and	changes	the	signified,	whereas	when	referencing	the	Faust	myth,	he	omits	the	signifier	and	keeps	the	signified	with	slight	changes	(e.g.	the	design	of	the	plot).	If	one	conceptualizes	signifier	here	not	only	as	a	word	but	also	as	a	larger	structure,	one	can	find	even	more	examples	in	Broch's	works.	For	example,	the	formal	constellation	of	characters	between	Don	Juan	-	Elvira	seen	as	a	signifier	remains	intact	but	the	mental	concept	(the	signified)	behind	this	constellation	changes	in	Broch's	Die	Schuldlosen.	Also,	the	signifier	"Don	Juan	myth"	does	not	hold	the	traditional	signified	of	a	man	who	sacrifices	moral	values	for	carnal	desires.	The	traditional	signified	is	not	voided	but	significantly	altered,	as	has	been	shown.	Moral	values	are	sacrificed	in	the	case	of	the	protagonist	A.'s	desire	to	be	"für	immer	
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Sohn,”	but	this	protagonist,	who	is	later	visited	by	the	Stone	Guest,	is	not	Don	Juan,	but	Andreas.	Don	Juan's	traditional	story	of	seduction	and	moral	failure	takes	place	as	a	subplot,	in	which	the	Stone	Guest	does	not	haunt	Don	Juan.	Another	example	for	modified	signifying	structures	is	the	Faust	myth	that,	if	seen	as	a	fixed	signified	of	a	protagonist	entering	a	pact	with	the	devil	to	fulfill	a	personal	desire,	is	assigned	an	adapted	signifier	-	the	devil's	pact	is	not	staged	and	never	called	a	pact.	
The	second	observation	regarding	Broch's	referencing	of	myths	draws	from	my	previous	analysis	of	romantic	imagery	in	Die	Schuldlosen.	As	has	been	shown	there,	irony	serves	as	a	technique	for	embedding	citations	in	his	text.	As	has	also	been	shown,	Broch	uses	irony	to	depict	the	Stone	Guest.	Seen	together	with	the	above	analysis	of	Broch's	citation	of	myths,	I	suggest	that	Broch	uses	irony	as	one	method	to	demystify	traditional	myths.86	Broch,	through	his	use	and	adaptation	of	the	Faust	myth	and	the	Don	Juan	myth,	implements	the	main	elements	of	his	
mythisierendes	Erzählen	in	his	novel,	but	immediately	deconstructs	them	through	ironic	refraction.	Myth	for	Broch	has	an	important	function	in	the	representation	of	history	in	the	work	of	art.	The	analysis	of	Broch's	ironic	refraction	of	his	
mythisierenden	Erzählen	is,	therefore,	relevant	to	Broch's	concept	of	myth	in	particular	and	the	representation	of	history	in	the	work	of	art	in	general.	
The	third	observation	regarding	Broch's	citations	of	myths	in	Die	Schuldlosen	is	that	he	uses	two	myths,	the	Don	Juan	myth	and	the	Faust	myth,	within	one	work.	More	than	that,	he	combines	the	two	myths	by	making	some	characters	part	of	both																																																									86	While	Wohlleben	briefly	mentions	the	laughter	of	the	cat	(Wohlleben	2014,	183),	I	would	argue	that	in	her	analysis	Wohlleben	underestimates	the	significance	of	the	cat	Arouette's	laughter	as	an	example	of	Broch's	humor.		
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citations.	In	Die	Schuldlosen,	the	two	myths	intersect	in	the	characer	of	the	Stone	Guest.	For	one,	he	is	a	citation	of	the	Don	Juan	myth.	Faithful	to	the	tradition,	he	visits	the	protagonist	to	point	out	his	moral	failures.	In	this	position,	however,	he	is	also	part	of	the	Faust	myth	in	that	he	seems	to	function	as	a	benevolent	opponent	to	the	satanic	figure	who	has	made	a	deal	with	the	protagonist	Andreas.		
The	combination	of	myths	is	not	unusual	for	Broch.	I	notice,	however,	that	a	precise	term	for	this	phenomenon	has	not	been	found	yet.	Barbara	Mahlmann-Bauer	calls	this	strategy	a	"Mythenvermischung,”	combination	of	myths,	Broch	himself	calls	it	"Symbolkettenkreuzung,"	intersection	of	a	chain	of	symbols	(Stašková	2016,	142;	147).87	Mahlmann-Bauer	notes	that	there	are	"signifikante	Abweichungen	und	Verschiebungen"	in	the	constellation	of	characters,	as	well	as	"[n]eu[e]	und	zeitgemäß[e]"	aspects	of	"Brochs	Mythenaneignung"	(Mahlmann-Bauer	2016,	145)	in	general.	I	have	just	shown	the	same	tendency	for	Broch's	appropriation	of	myths	in	Die	Schuldlosen.	My	analyses	have	demonstrated	Broch's	playful	adaptation	of	the	triadic	constellation	of	figures,	significant	changes,	and	contemporary	aspects.	Reading	together	my	analyses	and	Mahlmann-Bauer's	conclusions	suggests	that	we	are	dealing	with	a	pattern	of	appropriation	of	myths	in	Broch's	works.	However,	unlike	Die	Verzauberung,	for	which	Mahlmann-Bauer	sees	a	relationship	of	plus	and																																																									87	To	give	an	example,	Mahlmann-Bauer	shows	in	her	analysis	of	Die	Verzauberung	that	Broch	strategically	combines	the	myth	of	Demeter	with	the	myth	of	Dionysos:	"Demeter	und	Dionysos	verhalten	sich	in	der	Verzauberung	zueinander	wie	Plus	und	Minus,	Weisheit	und	Narrentum	oder	das	gute	Alte	und	böse	Neue"	(Stašková	2016,	143	f.,	italics	in	original).	In	particular,	Broch	"spielt	dabei	mit	den	triadischen	Figurenkonstellationen	der	beiden	Mythen"	(Stašková	2016,	145).	I	appreciate	Bauer's	wording	that	Broch	plays	with	the	constellation	of	characters.	The	playfulness	in	Broch's	Mythenaneignung	in	general	and	regarding	the	constellation	of	characters	in	particular,	shows	in	his	liberal	use	of	irony,	as	well	as	in	the	way	he	innovatively	combines	the	characters	in	his	novel.	It	also	shows	his	method	of	referencing,	for	example,	Theodor	Fontane's	works,	among	others.		
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minus	between	Broch's	appropriation	of	the	myths,	Die	Schuldlosen	are	the	platform	for	a	different	form	of	myth	combination.	It	is	distinct	from	a	"combination	of	myths"	(Mythenvermischung)	or	an	"intersection	of	a	chain	of	symbols"	(Symbolkettenkreuzung),	as	Mahlmann-Bauer	and	Broch	call	it,	respectively.	In	Die	
Schuldlosen,	I	propose,	we	see	a	relationship	of	Mythenverzahnung88,	in	which	citations	of	parts	of	one	myth	scaffold	the	citations	of	another	myth,	with	the	citations	taking	different	forms	(citations	vs.	accessing	the	intertext)	and	visibilities	and	thus	holding	together	the	Mythenverzahnung	on	various	levels	of	perception	during	the	reading	experience.	It	seems	to	be	no	coincidence	that	Broch's	latest	work	shows	a	higher	degree	of	myth	complexity	than	Die	Verzauberung,	which	he	wrote	in	1936	and	for	which	he	had	ever	since	planned	comprehensive	revisions.89		
Just	like	Die	Verzauberung	contains	more	than	the	two	myths	mentioned	by	Mahlmann-Bauer	(to	start	with,	one	can	find	a	prominent	Faust	myth),	Die	
Schuldlosen	analogously	contains	traces	of	more	myths	than	the	ones	that	I	have	discussed	in	detail	in	this	dissertation.	Broch	seems	to	own	an	entire	building	set	of	myth	fragments	that	he	includes	in	his	novels.	Each	evoked	myth	seen	alone	fulfills	an	individual	function	within	the	work,	and	each	combination	of	myths	yet	another.	Therefore,	the	result	of	Broch's	Mythenverzahnung	is	a	complex	web	of	citations	of	myth	that	underlie	the	novels.	It	is	only	through	accessing	the	intertext,	which	Broch	activates	through	his	modes	of	referencing,	that	interpretations	become	possible.																																																									88	In	the	following,	I	will	use	this	term	because	of	the	notion	of	a	crafted	mechanism	that	holds	the	individual	parts	together.		
89	However,	he	had	completed	the	revisions	only	partially	when	he	died.	
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Making	the	reader	aware	of	the	potentials	and	limitations	of	intertextuality,	and	playing	with	intertextuality	and	with	the	reader's	understanding,	may	be	just	two	of	many	functions	of	Broch's	technique	to	create	webs	of	myth	citations	in	his	works.		
As	the	analysis	has	shown,	Broch's	referencing	of	myths	is	both	a	combination	of	existing	myths	and	a	reshaping	of	some	sort.	By	linking	the	Don	Juan	myth	to	the	Faust	myth,	Broch	uses	citation	fragments	from	both	to	create	a	mega	myth	that	is	new	and	yet	not	new.	While	this	might	seem	like	a	failure	of	Broch's	goal	to	develop	a	new	myth,	I	propose	different	conclusions	for	this	non-fulfillment.	
First,	the	reader	is	here	witnessing	the	fight	of	the	author	with	his	work,	the	process	of	the	work	being	born,	the	creative	act	in	which	Broch	is	relentlessly	searching	for	a	new	form	of	expression,	a	new	language,	a	new	myth.	The	process,	rather	than	the	result,	is	important	here.	In	this	process,	Broch	experiments	with	“alle	menschliche	Leistung,	sei	sie	nun	sprachlicher	oder	darstellender	oder	handelnder	Art,	durch	die	Generationenkette	hindurch[zu]tragen”	(Broch	1976b,	202).	Broch	manipulates	both	the	cyclic	nature	as	well	as	the	act	of	passing	on	because	Broch	adapts	structural	elements	of	the	traditional	myth	and	-	as	far	as	the	Don	Juan	myth	is	concerned	-	its	original	message.90	
	Second,	the	creation	of	a	mega	myth,	the	Mythenverzahnung,	is	an	indicator	that	Broch	is	operating	at	a	threshold,	whose	overcoming	towards	the	new	myth	still	depends	on	the	"verhältnismäßig	sehr	großer	Veränderungen	der	
																																																								90	i.e.	the	satisfaction	of	corporal	needs	at	the	expense	of	moral.		 		
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Menschheitsseele"	(Broch	1976d,	197).91	This	aspect	might	indicate	that	Broch	writes	from	a	position	where	he	anticipates	the	new	myth	to	form	in	the	immediate	future.	What	speaks	for	this	hypothesis	is	a	shift	in	Broch's	concept	of	mythology	that	took	place	in	the	1940s.	Wohlleben	und	Lützeler	observed	that	in	Der	Tod	des	
Vergil	(1945)	one	can	identify	traces	of	Broch's	increasing	“Skepsis	gegenüber	[seinem]	Programm“	of	mythology	(Wohlleben	and	Lützeler	2014,	2).	Hinderer	points	out,	however,	that	Broch's	skepticism	changed	after	1945,	and	that	he	saw	“Anzeichen	eines	neuen	Mythos“	(Hinderer	2014,	23).	This	observation	would	indicate	that	Broch	saw	a	significant	shift	in	the	human	soul,	which	would	lead	to	the	creation	of	a	new	myth,	I	am	doubtful	that	this	is	what	we	are	witnessing	in	Broch's	revisions	of	Die	Schuldlosen	which	he	started	-	just	to	recall	-	in	1949.	I	think	that	even	if	Broch	did	see	signs	of	a	new	myth,	he	is	evidently	still	too	comprehensively	drawing	from	existing	material	for	this	hypothesis	to	hold.		
The	work	at	the	threshold,	the	not-anymore-and-yet-not-quite,	the	eclectic,	is	an	appropriate	style	for	depicting	the	modern	man	at	his	threshold	between	an	orientation	towards	the	future	and	an	imprisonment	in	the	past.	I	would	propose	that	Broch	formally	expresses	this	phenomenon	of	productive	tension	through	the	use	and	modification	of	existing	myths.	This	methodology	does	not	indicate	a	rupture	in	the	cyclical	transfer	of	culture	through	the	generations,	and	Broch	does	not	develop	a	new	form.	However,	he	contributes	to	developing	a	new	form	by	
																																																								91	I	agree	with	Wohlleben	who	argues	that	the	characters	Andreas	and	the	Stone	Guest	“oszillieren	zwischen	Romantik	und	Moderne,	zwischen	Kitsch	und	neuem	Mythos”	(Wohlleben	2014,	181).		
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formally	and	contentually	depicting	the	inner	tensions	in	the	Welttotalität	that	are	the	“Anzeichen	eines	neuen	Mythos”	(Hinderer	2014,	23).		
If,	for	the	last	time,	one	reads	the	above	analysis	of	Broch's	citation	of	myth	through	the	lens	of	Kristeva's	concept	of	intertextuality,	a	common	notion	in	both	Broch's	concept	of	myth	and	Kristeva's	concept	of	intertextuality	becomes	immediately	apparent.	In	both,	the	notion	of	circularity	arises.	For	Kristeva,	"textual	arrangements"	are	not	only	part	of	"the	general	text	(culture)"	but	that	general	text	"is	in	turn,	part	of	them"	(Kristeva	1980,	36).	For	Kristeva,	texts	are	not	stand-alone	entities.	They	are	part	of	a	cultural	and	social	web	and	are	mutually	dependent.	Broch	understands	myth	as	cultural	citation	practice	through	which	"alle	menschliche	Leistung,	sei	sie	nun	sprachlicher	oder	darstellender	oder	handelnder	Art,	durch	die	Generationenkette	hindurchgetragen	und	jeder	neuen	Generation	verständlich	oder	zumindest	übersetzbar	gemacht	wird"	(Broch	1976b,	202).	Here,	knowledge	is	transferred	through	generations	and	adapted	to	make	understanding	possible.	Similarly,	in	Kristeva's	concept,	there	is	a	transformation	from	diachrony	to	synchrony	of	communicative	units.	Broch	applies	this	technique	when	referencing	the	Don	Juan	and	the	Faust	myth.	In	both	cases	and	with	diverging	techniques,	he	transforms	the	existing	myth	and	takes	it	out	of	his	diachronic	position	by	adapting	it	to	use	it	for	depiction	of	the	totality	of	his	own	time.	Just	as	the	word	itself	to	Kristeva	serves	as	"signifier	for	different	modes	of	(literary)	intellection	within	different	genres	or	texts"	(Kristeva	1980,	65),	the	elements	of	a	traditional	myth	serve	as	signifiers	(and	signified,	respectively)	for	Broch's	literary	intellection	in	Die	Schuldlosen,	Die	Verzauberung,	and	Die	Schlafwandler.	
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Coming	back	for	a	moment	to	two	quotations	by	Kristeva	discussed	earlier	will	provide	additional	insight.	As	discussed,	Kristeva	specifies	the	relation	between	writer	and	history	as	follows:	
The	only	way	a	writer	can	participate	in	history	is	by	transgressing	this	abstraction	[of	linear	history,	TW]	through	a	process	of	reading-writing;	that	is,	through	the	practice	of	a	signifying	structure	in	relation	or	opposition	to	another	structure.	History	and	morality	are	written	and	read	within	the	infrastructure	of	texts	(Kristeva	1980,	65).	Broch,	too,	uses	a	signifying	structure	to	position	himself	to	other	structures.	In	my	above	analysis,	the	"other	structure"	is	the	myths.	As	has	been	shown,	Broch	uses	names	and	character	traits,	as	well	as	constellations	of	characters,	out	of	which	he	creates	his	particular	"signifying	structure.”	Rather	than	being	in	opposition	to	the	traditional	myths,	his	signifying	structure	is	a	modernization,	a	historical	continuation,	and	adaptation	of	the	traditional	myth.	Through	his	text,	Broch	contributes	to	the	rewriting	of	an	existing	signifying	structure,	and	to	the	transformation	of	diachrony	to	synchrony,	as	described	by	Kristeva.	If	Broch,	despite	his	efforts,	did	not	impact	world	history	with	his	texts,	he	nonetheless	did	"participate	in	history"	through	his	act	of	writing	and	writing	himself	into	the	infrastructure	of	texts.	More	than	that,	by	way	of	citing,	referencing,	and	accessing	intertextuality,	Broch	responds	to	history	and	makes	history	assume	two	positions:	the	history	as	history	is	present	in	his	text,	but	at	the	same	time	is	ahistorical	because	that	what	Broch	cites	or	references	is	removed	from	its	original	context.		
The	second	quotation	by	Kristeva	I	would	like	to	come	back	to	refers	to	her	notion	of	the	productivity	of	the	text.	Kristeva	writes:		
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The	text	is	therefore	a	productivity,	and	this	means:	first,	that	its	relationship	to	the	language	in	which	it	is	situated	is	redistributive	(destructive-constructive)	[...]	and	second,	that	it	is	a	permutation	of	texts,	an	intertextuality:	in	the	space	of	a	given	text,	several	utterances,	taken	from	other	texts,	intersect	and	neutralize	one	another	(Kristeva	1980,	37,	italics	in	original).	After	the	above	text	analyses,	one	can	apply	the	notion	of	"utterances,	taken	from	other	texts,	intersect	and	neutralize	one	another"	to	Broch's	transformations	of	myths.	In	combining	elements	from	the	traditional	myths	of	Don	Juan	and	Faust,	these	elements	intersect	in	one	text.	While	they	were	part	of	two	different	texts	in	THE	text	of	intertextuality	before,	they	now	interact	and	their	elements	at	times	neutralize	each	other.	One	example	is	the	Stone	Guest,	whose	function	as	savior	within	the	Faust	myth	neutralizes	its	function	as	an	avenger	in	the	Don	Juan	myth	in	the	scene	of	his	encounter	with	Andreas.	Broch's	productivity	here	takes	the	form	of	the	permutation	of	existing	textual	elements.		
This	observation	closes	the	circle	to	the	starting	point	of	my	dissertation.	Returning	to	my	initial	observations	of	the	tension	between	Broch's	theoretical	works	and	Die	Schuldlosen,	if	one	reads	all	the	above	conclusions	together,	the	perceived	tension	regarding	the	use	of	myths	is	not	so	obvious	anymore.	While	Broch	states	that	the	writer	should	develop	a	new	myth,	his	motivations	for	recurring	to	existing	myths	are	already	laid	out	in	the	same	theory.	These	are,	among	others,	his	desire	to	depict	world	totality,	the	fundamental	change	in	the	human	soul	as	a	prerequisite	for	a	new	myth,	and	the	desire	to	reveal	the	"true	face	of	the	modern	man.”	Broch	thus	indirectly	justifies	and	provokes	his	use	of	myths	in	his	theoretical	writings.	His	statements	for	the	development	of	a	new	myth	and	his	
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statements	that	qualify	the	imperative	to	develop	a	new	myth,	both	neutralize	each	other.	The	implementation	of	his	theoretical	arguments	into	practice	thus	interlocks	his	attempts	to	develop	a	new	myth	with	his	justified	motivation	not	to	do	so.	This	interlocking	even	occurs	in	his	works	itself,	in	the	form	of	the	Mythenverzahnung.		
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Conclusion	
In	the	introduction,	I	described	Broch's	Vienna	by	discussing	the	social	and	architectural	significance	of	the	Ringstraße.	I	mentioned	how	the	Ringstraße	incorporated	the	nostalgia	of	Vienna's	population,	how	it	mirrored	the	rapprochement	of	social	classes,	and	how	its	aestheticism,	which	deifies	the	façades	and	invokes	past	epochs,	provoked	the	criticism	of	contemporary	artists	who	identified	its	artistic	void	and	demanded	new	formal	categories.	Toward	the	end	of	my	dissertation,	a	look	at	Vienna's	further	architectural	development	under	urban	planner	Otto	Wagner	in	the	late	19th	century	will	offer	an	unexpected	interpretation	of	Broch's	search	for	new	form.92	Otto	Wagner	and	Hermann	Broch	are	indeed	part	of	different	historical	contexts	and	work	in	distinct	artistic	forms.	And	yet,	their	understanding	of	how	an	artistic	form	should	adapt	to	changes	in	society	and	humanity	surprisingly	coincides.	Therefore,	by	reading	together	quotations	from	both	Wagner	and	Broch,	I	will	provide	a	potentially	new	understanding	of	Broch's	search	for	new	form.		
In	an	argument	that	is	reminiscent	of	Broch's	statement	that	the	author	has	to	find	new	form	in	order	to	depict	the	totality	of	his	epoch,	Otto	Wagner	states	regarding	his	Viennese	architecture	that	"[a]rt	has	the	task	of	adapting	the	face	of	
																																																								92	New	architectural	forms	in	Vienna	only	arrived	with	a	new	development	plan	for	the	city	in	the	last	decade	of	the	19th	century,	which	"focused	on	the	non-aesthetic	factors	of	urban	development:	communications,	social	and	sanitary	controls,	and	land-use	differentiation"	(Schorske	1980,	73).	The	architect	Otto	Wagner,	whose	architectural	plans	had	prevailed	over	those	of	his	professional	contemporaries,	held	the	conviction	that	"the	demands	of	efficiency,	economy,	and	the	facilitation	of	the	pursuit	of	business"	were	"art's	only	mistress"	(Schorske	1980,	73).	
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the	city	to	contemporary	humanity"	(Otto	Wagner:	Die	Baukunst	unserer	Zeit,	cited	in	Schorske	1980,	74).	A	new	humanity	needed	a	new	form,	and	Wagner's	new	form	was	shaped	to	facilitate	business	and	efficiency.	However,	Wagner's	work	featured	a	functionalization	that	still	included	a	historical	façade.	93	It	was	a	structural	modernization	that	still	could	not	free	itself	of	the	Mäntelchen	of	aestheticism	and	history.94	This	reliance	on	existing	architectural	form	parallels	Broch's	works	in	which	new	literary	forms	are	also	built	on	existing	elements.		
A	passage	from	Wagner's	work	Modern	Architecture	(1895)	is	particularly	striking	in	this	regard.	In	it,	we	witness	an	architect	negotiating	the	same	theoretical	thoughts	that	Broch	is	negotiating.	Wagner	writes:	
New	construction,	new	materials,	new	human	tasks	and	views	called	forth	a	change	of	reconstitution	of	existing	forms.	Great	social	changes	have	always	given	birth	to	new	styles	(Otto	Wagner:	Modern	Architecture,	cited	in	Schorske	1980,	83)	The	connection	between	social	changes	and	new	styles	is	strikingly	reminiscent	of	Broch's	statement	that		
es	bedarf	verhältnismäßig	sehr	großer	Veränderungen	der	Menschheitsseele,	ehe	sie	sich	ein	neues	mythisches	Symbol,	wie	es	in	der	Gestalt	des	Dr.	Faust	gewachsen	ist,	zu	schaffen	vermag	(Broch	1976d,	197)		
																																																								93	Wagner's	allegedly	"new	aesthetic	forms"	were	not	entirely	new.	He	made	heavy	use	of	ornamentation,	hid	his	"[u]tility	behind	a	screen	of	historical	style"	(Schorske	1980,	75).	It	would	take	him	more	than	a	decade	to	develop	architectural	answers	to	the	development	of	the	modern	man.	Schorske	explains:	"Wagner	usually	tuned	his	radical	structural	aesthetic	to	tradition	by	adding	cosmetically	the	features	that	would	make	the	structure	beautiful:	stone	facings	to	screen	raw	iron	pillars;	swags,	wreaths,	and	statuary	to	adorn	and,	as	it	were,	to	civilize	the	new	structural	material"	(Schorske	1980,	81).	
94	Schorske	describes	the	result	as	an	"architecture	astonishingly	free	of	historical	pathos"	that	"achieved	an	elegant,	simple,	and	functionally	expressive	style"	(Schorske	1980,	95).	
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As	Schorske	notes	concerning	Otto	Wagner's	architecture,	the	important	dynamic	between	social	changes	and	new	styles	has	been	interrupted	in	the	second	half	of	the	19th	century	due	to	a	difference	in	speed	of	the	elements	involved:		
The	pace	of	social	change	had	run	too	fast	for	the	development	of	art	to	match	it.	Unable	to	devise	a	style	to	express	modern	man's	needs	and	outlooks,	architects	dredged	up	all	past	historical	styles	to	fill	the	void	(Schorske	1980,	83)	I	propose	to	read	all	three	above	quotations	together.	And	to	then	adopt	a	new	way	of	thinking	about	Broch's	argument.	Perhaps,	the	reason	why	the	development	of	a	new	myth	is	not	possible	for	Broch	is	not,	as	Broch	notes,	because	the	"Menschheitsseele"	has	not	developed	enough	yet,	but	because	it	has	developed	too	
quickly.	When	Broch	attempts	the	interruption	of	the	cycle	of	literary	traditions	and	existing	forms	but	does	not	succeed,	it	is	perhaps	for	the	same	reason	that	Wagner’s	architectural	innovations	were	dismissed	and	fell	out	of	favor:	because	social	change	had	accelerated	to	a	degree	that	made	it	impossible	for	art	to	represent	
Welttotalität,	because	art	did	not	succeed	in	reinventing	its	forms	at	the	same	pace.	
Although	Broch	does	not	develop	a	new	myth	in	die	Schuldlosen,	a	new	form	evolves	as	the	result	of	his	deconstructive	mode	of	citation.	As	has	been	shown,	the	newness	stems	from	the	new	relationship	between	the	old	and	the	new,	a	new	combination	of	a	traditional	and	a	new	form,	between	a	cited	element	and	its	new	textual	surroundings	in	Die	Schuldlosen.	In	the	modulation	of	an	existing	signifying	structure,	the	signifier	is	kept	and	the	signified	altered,	or	vice	versa.	This	reconfiguration	leads	to	a	new	form.	
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Against	this	background,	Broch's	use	of	irony	is	not	so	much	a	parody	of	what	is	being	said	but	the	formal	expression	of	his	attempt	to	crack	open	a	traditional	structure	and	reconfigure	it.	The	underlying	mechanism	is	based	on	citing	a	structure,	then	deconstructing	the	structure,	citing	the	constellation	of	figures,	then	pushing	it	to	the	side,	etc.	This	mechanism	becomes	even	visible	in	the	title	and	subtitle	of	the	novel	(Die	Schuldlosen.	Roman	in	elf	Erzählungen),	where	he	cites	a	genre,	then	cracks	open	the	genre.		
When	Broch	thus	attempts	to	interrupt	the	cyclical	nature	of	the	passing	on	of	literary	traditions	from	one	generation	to	the	next,	I	understand	this	as	an	attempt	to	manipulate	the	Generationenkette	he	described	it	in	his	essays	on	myth.	I	said	earlier	that	I	read	Broch's	Generationenkette	as	a	concept	of	generations	that	are	connected	like	a	chain	or	link,	sharing	values	and	knowledge	at	the	points	where	they	are	tied.	I	also	said	that	"Ketten"	could	have	both	a	positive	and	a	negative	connotation,	in	that	they	can	give	stability	and	support,	but	can	also	enslave	the	following	generation	-	all	as	a	result	of	sets	of	norms	and	values	and	the	preservation	of	achievements	and	valuable	knowledge.		
Applied	to	literature	and	Broch's	attempt	to	create	a	new	form,	the	positive	connotation	of	the	Generationenkette	can	be	understood	as	the	supporting	structure	of	an	existing	canon	of	symbols,	constellation	of	characters,	and	images;	-	in	short,	of	intertextuality.	Broch's	use	of	irony	and	the	high	degree	of	modification	indicate	the	questionable	function	that	he	sees	in	these	established	elements	of	past	literature	and	culture.	The	negative	connotation	of	Generationenkette	with	regard	to	literary	traditions	results	from	the	potential	danger	of	orienting	oneself	towards	the	past.	
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When	the	values	and	achievements	that	are	being	passed	on	are	overwritten	by	a	negative	and	paralyzing	legacy,	the	Generationenkette	functions	like	a	burden	or	chain.	In	the	aftermath	of	the	Holocaust,	the	questioning	of	cultural	traditions	that	paved	the	way	to	National	Socialism	became	necessary,	while	the	values	and	human	achievements	passed	on	in	the	Generationenkette	after	the	Holocaust	would	always	contain	the	paralyzing	legacy	of	National	Socialism,	an	inheritance	that	cannot	and	should	not	be	forgotten.	This	inheritance	constitutes	another	reason	why	the	creation	of	a	new	form	might	never	be	possible	again	for	any	author	writing	literature	after	World	War	II.	
This	dissertation	has	shown	Broch's	comprehensive	strategies	of	citation.	They	include	but	are	not	limited	to,	his	citations	of	textual	elements	(images,	metaphors,	and	symbols),	as	well	as	citations	of	textual	structures	(constellations	of	characters	and	genres).	Broch,	who	in	his	theoretical	writings	so	fiercely	demands	a	new	form,	ends	up	in	Die	Schuldlosen	ingeniously	citing	an	existing	form.		
My	analyses	have	shown	that	Broch	conjures	up	disruptive	forces	on	four	fundamental	levels	of	literary	production:	On	a	text	level,	he	embeds	deconstructive	citations	to	disorient	the	reader	(through	collapsing	iages,	inherent	contradictions,	implicit	references,	unclear	identities,	and	formal	ambiguities,	among	others).	Moreover,	his	modes	of	citation	create	a	productive	tension	between	his	literary	work	Die	Schuldlosen	and	his	theoretical	works.	On	the	level	of	the	cultural	furtherance	of	traditional	literary	topoi,	Broch's	modifications	interrupt	the	cycle	of	transfer,	as	has	been	shown	for	the	Don	Juan	myth,	among	others.	Finally,	on	the	
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level	of	intertext	in	the	widest	sense	of	the	meaning,95	Broch	recodes	traditional	signifying	structures.	The	tensions	and	ruptures	are	productive	in	that	they	serve	Broch	in	fulfilling	essential	literary	functions,	such	as	Erkenntnis	through	the	depiction	of	a	world	totality,	and	the	exemplification	of	the	process	of	catharsis.	This	conclusion	confirms	the	overarching	hypothesis	of	my	dissertation	that	with	Broch's	specific	modes	of	citation	create	textual	disturbances	that	reveal	the	strategies,	process,	and	result	of	the	auctorial	attempt	to	implement	his	self-declared	principles	of	literature.	
	
	
																																																								95	As	I	defined	above,	intertext	as	THE	text	of	history	and	society	which	is	constantly	rewritten,	like	an	expansive	web	being	woven	simultaneously	by	an	endless	number	of	writers	and	other	artistic	craftsmen,	as	well	as	by	history	and	society	itself.	
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